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SUMMARY 
This thesis seeks to understand the relationship between satire, parody and genre. The project 
is based on the principle that satire is a mode of rhetorical discourse that uses parody to 
distinguish itself from other modes, as well as perpetrate a specific socio-political message. 
Whereas, genre is a type of literature that is defined by distinct codes. A novel was written to 
test these principles and to discover if a genre can be changed by the inclusion of satire. Two 
genres were included in this novel, one that traditionally contains a satiric purpose (campus 
fiction) and one that does not (crime fiction). The satirical message used in the novel focuses 
on the barriers that marginalised groups face when participating in higher education, which is 
included in the campus fiction stream of the novel. The crime fiction stream features a man-
eating monster. The novel is entitled The Life and Times of a Doctoral Thesis.  
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INTRODUCTION 
 
This thesis tests the relationship between satire, genre, and parody. The premise of 
this PhD is based on Robert Phiddian’s essay ‘Satire and the limits of literary theories’ 
(2013), which argues that ‘Satire never has been an exclusively literary activity. It is, rather, a 
rhetorical strategy (in any medium) that seeks wittily to provoke an emotional and intellectual 
reaction in an audience on a matter of public (or at least inter-subjective) significance.’ 1 
Much of Phiddian’s essay discusses the stranglehold the formalists have on critical discourse 
surrounding the concept of satire. He states that when broaching satire: 
[…] literary scholars have done what we are programmed to do, which is resort to 
more subtle and virtuosic close reading of form and context. Endearing though 
this is as a habit, it does not provide much intellectual equipment for 
understanding the sudden satirical controversies that balloon in the media over 
the Satanic Verses or the Mohammed cartoons in Denmark.2 
 
Phiddian seeks to move satire from a ridged ‘discussion about how to read a canon of literary 
works presented as transcending mere topicality’3 to a ‘theory of rhetoric – of free speech, its 
limits and responsibilities.’4 
 This thesis was inspired by Phiddian’s essay in two ways: the theory behind 
separating the rhetorical mode from the literary text, and how this separation determines the 
manner in which a satirist might interact with an audience. Phiddian’s essay has moved me to 
test theory in practice. 
In regards to theory, if satire is a form of discourse, or – as he also states – a mode, 
then it will need to rest within a literary form, such as a genre. Satire traditionally sits well 
with certain genres, such as science fiction and campus fiction. A prime example of this is 
The Hitchhiker’s Guide to the Galaxy (1979), which can be considered a work of science 
 
1 Robert Phiddian, ‘Satire and the limits of literary theories’, Critical Quarterly (West Sussex: John Wiley & 
Sons Ltd, October 2013) Vol. 55 (3) p. 44. 
2 Ibid., p. 45. 
3 Ibid., p. 45. 
4 Ibid., p. 55. 
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fiction (genre) but also uses a form of satiric rhetoric. But, what happens if this rhetoric mode 
which acts to ‘provoke an emotional and intellectual reaction’ comes into contact with a 
genre that does not traditionally sustain satire, such as crime fiction? 
 My initial response was that the satiric element would not affect the genre. In order to 
test this premise, I wrote a novel that features two genres: one that is traditionally associated 
with satire (campus fiction) and one that is not (crime fiction). The novel is titled The Life 
and Times of a Doctoral Thesis. 
Phiddian states that satire seeks a reaction on ‘a matter of public (or at least inter-
subjective) significance’. This would be the satiric purpose of the text, or the political5 
message. Phiddian’s focus on the satirist, as a practicing artist who is having a conversation 
with a reader or audience, is the second reason his essay inspired me. Therefore, as I was to 
create a novel to test the division between satire and genre, that same novel (in order to fulfil 
the satiric remit) would need to include a rhetoric discussion on a topic about which I was 
passionate. I chose higher education. 
At its most basic, this thesis has developed working definitions of satire, parody and 
genre, and these definitions are based in theory and tested through practice. Chapter One uses 
the work of Robert Phiddian (satire), Charles Knight (satire), Gérard Genette (genre), 
Tzvetan Todorov (genre), Jacques Derrida (genre), Linda Hutcheon (parody), Simon Dentith 
(parody), and Julie Sanders (appropriation) to define satire, parody, and genre. This first 
chapter argues that satire is not a genre, but it may sit in a genre. Satire is a mode of political 
rhetoric that has an authorial purpose, which calls for a reaction from its readers. In order to 
 
5 For the purposes of this thesis, the term ‘political’ shall not necessarily address Party or governmental action, 
but will instead use the term ‘political’ in a more general way: the ethics of living in a community, or, as 
Aristotle suggested, ‘the philosophy of human affairs’ 
Aristotle, The Nicomachean Ethics, ed. by Lesley Brown, trans. by David Ross, Revised edn (Oxford: 
Oxford's World's Classics, 2009), p. 275. 
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create a work of satire, parody must be employed. In one single moment, satire should make 
us laugh and it should call us to action. 
Chapter One then defines parody as a form of mimicry that goes beyond intertexuality 
and imitation, by using forms of irony but not political criticism. Parody can focus on a text, 
genre, or work of an author or a social/human aspect. Finally, Chapter One argues that genre 
is a series of codes an audience6 uses to classify the work, but they are based on narrative, 
style, or theme. Understanding genre will depend on preconceived ideas of literature that are 
bound in culture, history, and the individual reader.  
Chapter Two focuses on satiric purpose and suggests that satire can be a form of 
dissidence. This chapter will argue for an ethical focus when developing a satiric purpose, 
and will touch on how satire can be a force of change. Chapter Two more fully introduces the 
satiric purpose in The Life and Times of a Doctoral Thesis, which proclaims that certain 
groups of people face blocks to accessing higher education, and the introduction of the free 
market into the university system is exacerbating this issue. 
Chapter Three explains how I put the definitions of satire, parody and genre into 
practice, and it explains how I wrote two different genres into one text. It talks about my 
method for keeping the genres separate while developing a cohesive single novel, and how I 
used the Gothic mode to bridge the two genres. This chapter will also discuss blended genres 
and how my work fits into this category. Chapter Four investigates how the characters and 
setting in the novel helped support my satiric purpose. 
The novel that tests these concepts is based on a story about a monster who roams a 
Scottish University town mutilating the privileged. Detective Nicola Carter from the 
Metropolitan Police has been tracking similar occurrences across Britain and is determined to 
 
6 Satire and genre can be discussed in relation to a myriad of forms, from poetry and prose to digital and 
broadcast media. Therefore, this thesis on occasion will reference an audience, as opposed to reader(s). 
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stop the monster. She comes to Scotland and teams up with local Detective Parinita Reekie to 
solve the case, but they discover it’s not a single monster that threatens the town. The 
Detectives also find a pile of poisoned early-career academics stuffed in an ancient turret, 
which indicate an additional serial killer. Plus, unbeknownst to Detectives Carter and Reekie, 
a multitude of academic ideas have come to life and are about to invade the city. 
The novel is written as a series of snapshots following multiple characters. These 
points in time are slowly woven together giving an overall picture of the town, its people, and 
the British University system as a whole. The work is meant to satirise class, gender, and 
racial biases in higher education, which is being exacerbated by the commercialisation of the 
University system. 
The following chapters use examples from this novel with a theoretical discussion of 
satire, parody, and genre in order to understand how satire and genre behave when in 
proximity to one another. 
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CHAPTER ONE 
Defining Satire, Genre, and Parody 
 
This chapter will use a theoretical framework to discuss my chosen definitions of 
satire and genre with a hope of uncovering how the two concepts work in practice. In order to 
do this, the section will be broken into three areas: satire, genre, and parody. I will start by 
discussing the paradoxical nature of satire, and how Robert Phiddian suggests that this 
inconsistent nature is the basis for discussing satire as a mode instead of a genre, in that genre 
is consistent through its codification, whereas satire is not. Additionally, I will discuss how 
satire encompasses numerous forms, themes, and narratives, and how rules do not govern 
satire’s creation. A lack of rules implies that it cannot be a genre; therefore, the second 
section will make a distinction between satire and genre by defining genre. 
The third part of this section will discuss parody, including the misconception that 
satire and parody are transposable terms. Furthermore, as the definition of parody has 
changed throughout history, this discussion will separate it from intertextuality and attach it 
to irony. This section will also look at how parody can act like appropriation, and how parody 
helps the audience identify a work as satiric. 
Throughout the entire chapter, I will touch on how these concepts were employed in 
the novel. These references will act as an introduction to future chapters, which will directly 
identify how satire and genre sit next to each other within the novel, and how my definitions 
of satire and genre – as well as my satiric purpose – help define setting, character, and 
narrative. This chapter is based on the work of Robert Phiddian (satire), with additional 
influences from Charles Knight (satire), Tzvetan Todorov (genre), Jacques Derrida (genre), 
Linda Hutcheon (parody), Simon Dentith (parody), and Julie Sanders (appropriation). 
Drawing from these critics, I will argue that genre is a literature definable by recognised 
codes, and parody is the mimicking of another form or concept in an exaggerated and 
ridiculous manner that uses a form of irony to twist the replication of the original. A satire 
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can act as a call for change, one that attacks human nature, or it can call out specific social or 
political actions. A satire might sit within a genre without disrupting or corrupting the genre.7 
In later chapters, these concepts will be discussed in relation to the practice element of the 
thesis, which was written to test these theories. 
 
What is satire? 
According to Charles Knight, satire is inconsistently categorised8 and defined. This 
was one reason I was drawn to my thesis question, as I wondered if/how the mode’s 
inconsistency would have an effect on the genres of the novel? 
Part of the reason why satire is not consistently categorised is because both the topics 
and forms of satire have historically varied. Satire has been found in poetry, prose and drama, 
and some critics have mis-defined it as a genre, others have limited it to a Classical form of 
literature. 
There certainly is no shortage of discussions on satire from which to draw: 
Quintilian’s (35-100 AD) statement in Institutio Oratoria (95 AD) ‘satura quidem tota nostra 
est’ (‘Satire is wholly ours’);9 Jonathan Swift’s ‘Satire is a sort of glass, wherein beholders do 
generally discover everybody’s face but their own; which is the chief reason for that kind of 
reception it meets in the world, and that so very few are offended with it’ (1704);10 11 the 
onslaught of definitions that arose after the Charlie Hebdo shootings in 2015, including an 
 
7 To disrupt the genre is to disrupt its classification and change the genre into something else, which could be 
achieved by corrupting the classification codes. 
8 Charles Knight, The Literature of Satire (West Nyack, NY: Cambridge University Press, 2004), pp. 340. 
9 Freudenburgh argues that Quintilian’s famous claim has been misquoted, and he actually stated ‘satura quidem 
tota nostra est (“satire at least/if nothing else is totally ours”).’ 
Kirk Freudenburg, The Cambridge Companion to Roman Satire (Cambridge: Cambridge University Press, 
2005) p. 2. 
10 Jonathan Swift, The Battle of the Books: with selections from the literature of the Phalaris controversy, ed. by 
A Guthkelch (London: Chatto and Windus, 1908) p. lxv. 
11 In The Battle of the Books, physical books in the King’s Library take on the persona of their authors’ 
ideologies and battle for supremacy. This satirical text is a clear inspiration for the creative element of my 
thesis. 
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article in the ‘Bloomberg Press’ entitled ‘Now Is the Time to Stop and Think About What 
Satire Really Means’. This article went on to state that, ‘Satire is meant to call attention to 
itself in any way possible’.12 
Discourse on satire is varied, with each critic inserting emphasis on a different 
element. Some critics place the emphasis on the art, others on the satirist, and others on the 
society that it reflects. Furthermore, what is considered a satiric tone is varied and complex, 
from the harsh and aggressive Juvenalian form to the tolerant gentle camaraderie of Horatian 
satire. Consider Byron’s pointed mockery in comparison with Swift’s Menippean 
generalisations. Even in a single text, a satire’s antisyzygic nature will require multiple 
interpretations. Was Aristophanes’ Lysistrata a satiric discussion of war or democracy? Or, 
did Aristophanes mock democracy and war equally?13 Conversely, was his sole purpose to 
ridicule specific individuals?14 Or, shall we leave the interpretation to the reader? 
Understanding that satire has these diverse, and at times divergent, qualities was an 
important aspect of the thesis for me to manage. When planning out the tone of the text, I 
needed to understand how the satiric message could be presented – and received – in multiple 
ways. I chose to tell the satiric, or campus fiction, element of the novel in a Menippean tone, 
which focuses on larger ideals and themes (e.g. higher education in a free market economy), 
rather than lampooning specific individuals (e.g. a specific lecturer). Menippean satire also 
allows for inconsistency in the message, as the rhetoric can be open ended, rather than supply 
a solution. Following on from this base, Knight references Mikhail Bakhtin, who linked 
 
12 Will Leitch, ‘Now Is the Time to Stop and Think About What Satire Really Means’, Bloomberg Politics (7 
January 2015) <http://www.bloomberg.com/politics/features/2015-01-07/now-is-the-time-to-stop-and-
think-about-what-satire-really-means> [last accessed 5 November 2018]. 
13 Some Classicists see the play as a political satire mocking the oligarchic hetaireiai who were plotting to 
remove the democratic constitution. 
Keith Sidwell, The Politics of Satirical Comedy During the Peloponnesian Aristophanes the Democrat: 
arW  (Cambridge: Cambridge University Press, 2010), p. 264-268. 
14 Sidwell also states that the character, Lysistrata, may have possibly been the real life Lysimache, daughter of 
Dracontides of Bate, and the incumbent priestess of Athena Polias in 421BC. 
Ibid., p. 212. 
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Menippean satire with the Socratic and argues that it is ‘“one of the main carriers and 
channels for the carnival sense of the world, and remains so to the present day.”’15 This 
representation of the carnivalesque in The Life and Times of a Doctoral Thesis is apparent 
through the very plot (the disconnect between the oddity of the Constructs and the mundanity 
of everyday academic life) and the strange characters (the monster, the Constructs, and the St 
Lucy’s children). Additionally, the characters lend themselves to the irony of the Menippean 
form. Knight states that:  
[…] primary Menippean pattern mixes philosophical topics with discordant 
familiarity and vulgarity, and the resultant compound is subjected to the catalyst 
of fantasy. Often this concatenation of elements unites in the figure of a 
massively solipsistic individual, who may be a figure of irony’.16  
 
The novel includes an ensemble cast, none of whom are particularly agreeable. They all 
bumble through life focusing on their own inward needs. In fact, one of the individuals who 
had been kind enough to provide me with feedback argued that in the novel, ‘No one is 
likeable. They’re all a bit manipulative or selfish.’ My answer to that was, ‘Exactly.’  
Returning to the inconsistency of satire as a whole, not only are the messages and 
tones across satires diverse, but also works that are considered satiric take a myriad of forms, 
from prose to drama to memes. Perhaps this lack of consistency in defining the satiric canon 
is because individual works of satire – from Lysistrata (411 BCE) to the satiric newspaper 
The Onion (cir. 1988) – not only appear to have little in common outside of being 
subjectively funny, but also the form never settles into one medium. Satire has long since 
been released from the confinement of classic Greek drama, Roman satiric poetry, and even 
the printed word. Contemporary satire may now come in the form of broadcast or digital 
 
15 Knight (216) quoting M. M. Bakhtin, Problems of Dostoevski’s Poetics, Caryl Emerson (trans) (Minneapolis: 
University of Minnesota Press, 1984), p. 19. 
16 Ibid., p. 220. 
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media. Memes, multimedia, and even video games have satiric elements,17 and these appear 
to not have much in common with pre-twentieth century satire. 
Furthermore, while certain aspects of satire can be categorised (Juvenalian, Horatian 
and Menippean), this does not mean that satiric works have a constant form, message, or 
narrative structure, which could be problematic when ascertaining a definition. Yet, Phiddian 
argues that this variation is what helps to define satire, as he suggests that satire cannot be 
contained by a set of rules. While much of his essay is a treatise against previous 
contemporary classifications of satire, especially those that have been initiated by the 
formalists of the mid-twentieth century,18 Phiddian argues that in recent years ‘satire has 
become more multiform and ubiquitous’,19 and he argues that critics should embrace the 
heterogeneous nature of satire, and references Paul Simpson who, in On the Discourse of 
Satire: Towards a stylistic model of satirical humour (2003), argues that: 
[Satire] is a complexly interdiscursive mode of communication. It is also a mode 
of communication that, frankly, does not sit easily beside forms of literary 
discourse such as poems, plays or prose, but which nonetheless seems to have 
been totally appropriated into literary study. […] To some extent, satire needs to 
be wrested away from ‘Literature’ and to be put instead in the context of popular 
and populist discourses.20 
 
Borrowing from Simpson, Phiddian states that because satire appears in numerous forms, and 
holds a multitude of potential meanings, it cannot be ‘governed overall by other generic 
rules’.21 
 
17 It has been argued that Grand Theft Auto’s violence is a satirical commentary on the glorification of gang 
violence*, and other games have found a following as ironic and satiric commentary on modern life. One 
such example is The McDonald’s Videogame.** 
*Lawrence Kutner and Cheryl Olson, Grand Theft Childhood: The Surprising Truth About Violent Video 
Games and What Parents can Do (New York, NY, USA: Simon and Schuster, 2008) p. 123. 
 **Ian Bogost, ‘The Rhetoric of Video Games’, The Ecology of Games: Connecting Youth, Games, and 
Learning, ed. by Katie Salen (Cambridge, MA: The MIT Press, 2008) p. 126. 
18 In his 2013 essay, Phiddian argues that, while other aspects of literary theory have moved away from theories 
based in New Criticism and other formalist ideas, readings of satire have not. He specifically calls out the 
Yale Critics for attempting to understand satire via Barthes’ ‘Death of the Author’, which Phiddian claims 
is not appropriate for the form and has hindered discussions of satire from moving forward.  
19 Phiddian, p. 45. 
20 Paul Simpson, On the Discourse of Satire: Towards a Stylistic Model of Satirical Humour (Amsterdam, The 
Netherlands: John Benjamins, 2003), p. 62.  
21 Phiddian, p. 45. 
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Phiddian’s argument that satire cannot be governed by rules, and Knight’s discussion 
of satire’s incongruous nature, is what makes it so interesting when placed against genre. As 
will be discussed shortly, the very concept of genre is that it is defined by its rules – or codes 
of classification – but satire is not. The very nature of satire is that it is a mode22 that attempts 
to break the rules; whether it is in form, tone, or purpose, satire is difficult to define. It is the 
anti-genre. Which brings me back to my research thesis, what happens when an anti-genre is 
placed into a novel that also includes a well-defined genre? 
 
What is genre? 
The fact that satire cannot be governed by rules implies that it is not a genre, yet it is 
often identified as such. For example, Catherine Keane’s chapter ‘Defining the Art of Blame: 
Classical Satire’ in A Companion to Satire: Ancient and Modern (2007)23 incorrectly 
conflates the terms satire and genre when she states that satire’s main effect is to convince 
audiences ‘that the genre performs an important function in society’.24 In the same chapter 
she proclaims that, ‘The story of satire’s evolution has adaptation, loss, and creative 
parasitism and its dominant themes. […] Yet in every context the genre is energised, and its 
literary achievement inspired, by the memory of a lost potency.’25  Later in the same chapter 
she states: 
The story of satire’s evolution has adaptation, loss, and creative parasitism and its 
dominant themes. […] Yet in every context the genre is energised, and its literary 
achievement inspired, by the memory of a lost potency.26 
 
 
22 Phiddian (p. 46) citing Simpson in On the Discourse of Satire to distinguish a mode from a genre: ‘Rather 
than standing alone, modes are usually qualifications or modifications of particular genres (gothic thriller, 
pastoral elegy, satirical sitcom), and in this respect they resemble the first term in Guérard’s classificatory 
scheme (dramatic lyric, lyrical drama, epic drama . . .); they specify thematic features and certain forms 
and modalities of speech, but not the formal structures or even the semiotic medium through which the text 
is to be realised.’ (p. 62) 
23 Keane, Catherine. ‘Defining the Art of Blame: Classical Satire’, A Companion to Satire: Ancient and Modern 
(ed) Ruben Quintero (Oxford: Blackwell Publishing, 2007) pp. 31-51. 
24 Ibid., p. 40. 
25 Ibid., p. 50. 
26 Ibid., p. 50 [underline for emphasis]. 
   R Marsh 17 
This is, in principle, the crux of the argument of this thesis. That satire exists as a function of 
society, and that it is a form inspired by ‘lost potency’ – or, as could be stated, grievances and 
blame. Yet, she defines satire by using the term ‘genre’ as a placeholder, which provides an 
inaccurate depiction of the form and muddies the social function of the mode. 
Keane is not the only scholar to do this. In a number of discussions about the 
classification of satire, the word ‘genre’ is bandied about as interchangeable with ‘satire’. 
Mary Claire Randolph discusses satire by investigating historic definitions, ‘The name of the 
genre, satire, may come from the ancient woodland satyr, from the planet Saturn, or from the 
Latin sature.’27 Randolph’s 1941 article was one of the first contemporary discussions of 
satire and is therefore an excellent reference for placing the form in a historic context; 
additionally, it could be argued that Randolph’s interchangeable use of ‘genre’ and ‘satire’ 
may have set a precedent for incorrectly addressing satire as a genre, as it set the two as 
synonyms in a larger context. However, it should be noted that, while some scholars still use 
‘genre’ and ‘satire’ interchangeably, it is becoming less common, which indicates a trend to 
finally address satire as a form that can exist outside of codification. 
Charles Knight in ‘Satire, Speech, Genre’ (1992), for example, bases his work on the 
differences between satire and genre, and thus introduces a discourse on the separation of the 
two forms.28 He explains why calling satire a form of genre is unsuitable. He notes that satire 
‘becomes problematic as a genre because of the tensions between the self-consciously formal 
character of its medium and particular reality of its attack.’29 Knight focuses on investigating 
satire through the act of speech, and how speech interplays with genre. He states, ‘genres are 
transmutations of speech acts into literary forms’.30 Knight’s discussion of genre as a 
 
27 Mary Claire Randolph, ‘Thomas Drant’s Definition of Satire, 1566’, Notes and Queries, Literary and 
Historical Notes (Oxford: Oxford Journals, 14 June 1941) Vol. 180(24), p.416. 
28 Charles A. Knight, ‘Satire, Speech, and Genre’, Comparative Literature (Durham, NC, USA: Duke 
University Press, Winter, 1992) Vol. 44 (1) pp. 22-41. 
29 Ibid., p. 22. 
30 Ibid., p. 23. 
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communal form of understanding does help to understand genre as a larger concept of 
codification, and thus distinguish it from a mode.  
Applying theories from Genette, Derrida, and Todorov, this next part will 
contemplate the differences between mode and genre in order to devise a base concept of 
genre, which will be used throughout this thesis. Starting with Gérard Genette, he approaches 
genre by distinguishing it from mode through a purely structuralist agenda that is routed in 
linguistics. He argues that when we use language for literary purposes: 
[…] the language user is constantly required – even (or especially) if 
unconsciously – to choose between forms of utterance such as discourse and story 
[…] direct quotation and indirect style, etc. Therein lies the essential difference of 
status between genres and modes: genres are properly literary categories, whereas 
modes are categories that belong to linguistics, or (more exactly) to what we now 
call pragmatics.31 
 
Genette continues to define genre by distinguishing it from mode, ‘each genre defined itself 
essentially by a specification of content which was not prescribed by the definition of mode.’ 
It is interesting to pair this theory of Genette’s with Phiddian’s discussion of satire 
and mode. Phiddian implies that mode is an attitude.’32 Phiddian also cites John Frow:  
Rather than standing alone, modes are usually qualifications or modifications 
of particular genres (gothic thriller, pastoral elegy, satirical sitcom), and in this 
respect they resemble the first term in Guérard’s classificatory scheme 
(dramatic lyric, lyrical drama, epic drama…); they specify thematic features 
and certain forms and modalities of speech, but not the formal structures or 
even the semiotic medium through which the text is to be realised.33 
 
When Phiddian and Frow are matched with Genette’s explanation of the differences between 
satire and mode, we can begin to see why Phiddian argues that satire is a mode, not a genre. 
Modes are thematic but normalised. Genres are the representation of formal facts about a 
text; modes are not. Modes are qualifiers; genres have qualifiers. Modes belong to linguistics 
and semiotics; genres belong to literature. 
 
31 Gérard Genette, The Architext: An Introduction (trans) Lane E. Lewin (Berkeley, CA, USA: University of 
California Press, 1992) p. 64. 
32 Phiddian, p. 51. 
33 Ibid. (p. 46) citing John Frow, ‘Genre’, New Critical Idiom (London: Routledge, 2005), p. 65. 
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Following on from this, Derrida and Todorov use Genette’s work as a springboard for 
their own theories of genre. Jacques Derrida is less concerned about defining the concept of 
genre and is more interested in the process of classification. In ‘Law of Genre’, Derrida 
expands on Genette by stating that there are two ‘modes of interpretation’, or ‘two 
hypothesis’. The first is a structuralist approach, which states that each form of genre must 
apply to specific rules, ‘As soon as the word “genre” is sounded, as soon as it is heard, as 
soon as one attempts to conceive it, a limit is drawn. And when a limit is established, norms 
and interdictions are not far behind.’34 He continues:  
[…] if one is bent on classifying, one should consult a set of identifiable and 
codifiable traits to determine whether this or that, such a thing or such an event 
belongs to this set or that class. This may seem trivial. Such a distinctive trait qua 
mark is however always a priori remarkable. It is always possible that a set–I 
have compelling reasons for calling this a text, whether it be written or oral–re-
marks on this distinctive trait within itself.35 
 
However, he also asks if one can: 
[…] identify a work of art, of whatever sort, but especially a work of discursive 
art, if it does not bear the mark of a genre, if it does not signal or mention it or 
make it remarkable in any way?36 
 
This is not too dissimilar from my research question. I ask, if a work can only be classified by 
markers, what happens when these markers are corrupted by other codes or interpretations? 
Derrida’s second law is rooted in Genette and looks at why cultures attach importance 
to different genres. This second interpretation argues that genres work more efficiently when 
the two laws are combined. Finally, Derrida maintains that despite appearing to be opposing 
laws, it is best when both hypotheses work as a single ideology – so that a story can 
participate in a genre without belonging to it. This is particularly useful to my thesis; in that I 
will argue that the satiric purpose of the satire need not participate in the genre. This concept 
 
34 Jacques Derrida,‘The Law of Genre’, Critical Inquiry (trans) Avital Ronell (University of Chicago Press, 
1980) Vol. 7 (1) p. 56. 
35 Jacques Derrida, Acts of Literature (London: Routledge, 1992; repr. 2017) p. 211. 
36 Derrida, ‘Law of Genre’, p. 64. 
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will be discussed in further detail later in this chapter and throughout the thesis. 
Tzvetan Todorov and Derrida both place importance upon cultural and historic 
interpretations of genre; however, they disagree on the inception of a genre. Derrida argues 
that each genre is a constant evolution of another with no concrete beginning or end. 
Whereas, Todorov argues that each genre, while borrowing from others, has a starting point. 
Todorov also places more emphasis on the codification of the genre than Derrida. Todorov 
states: 
In a given society, the recurrence of certain discursive properties37 is 
institutionalised, and individual texts are produced and perceived in relation to 
the norm constituted by this codification. A genre, literary or otherwise, is 
nothing but this codification of discursive properties.38  
 
In other words, genre is nothing more than a series of defined and recognised codes. Todorov 
also states that an author will model (either consciously or subconsciously) their work on 
previous texts, and in doing so replicates genre codes, and thus builds the genre. What 
Todorov is implying is that these codes are mandated by both the reader’s ideas of the norm 
and the author’s perceptions of previous texts, and both the reader and the author will 
interpret the genre based on their perception of what the codes mean and their knowledge of 
the genre. Todorov once again returns the topic of genre to culture by arguing that ‘the 
existence of certain genres in one society, their absence in another, are revelatory of that 
ideology and allow us to establish it more or less confidently.’39 This will become useful 
when I later discuss how my novel pulls from British crime fiction and campus fiction. 
 For this thesis I have drawn from Genette, Derrida, and Todorov to define genre as a 
 
37 Todorov uses the phrase ‘discursive properties’ to talk about the specific differences between literary forms: 
‘Songs are different from poems by virtue of phonetic features; sonnets differ from ballads in their 
phonology; tragedy is opposed to comedy by virtue of thematic elements; the suspense narrative differs 
from the classic detective story by the way its plot is structured; finally, an autobiography is different from 
a novel in that its author claims to be recounting facts and not constructing fictions.’ He argues that these 
differences may arise from structural, syntactical, or verbal aspects that provide the reader with clues for 
categorisation. 
Tzvetan Todorov, Genres in Discourse (Cambridge: Cambridge University Press, 1990) p. 18. 
38 Tzvetan Todorov and Richard M. Berrong, ‘The Origin of Genres’, New Literary History, Vol. 8 (1), p. 162. 
39 Todorov, Genres in Discourse, p. 19. 
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set of classification codes that are recognisable in a work. To summarise, genre is a way for 
the reader and the writer to understand a classification – either through semiotics, taxonomy, 
or cultural interpretation. The manners in which these codes are interpreted are based on the 
audience member’s cultural and historic precursory knowledge. Also defining genre is the 
author, who consciously or subconsciously adds the codes to the text in order to place it 
within a larger literary discourse. This is applicable to the discussion of satire and genre in 
that – according to Phiddian – satire is a mode, and – according to Genette – a mode belongs 
to pragmatics, which he demarcates as messages. Furthermore, the erratic and often 
contradictory nature of satire means that it is not consistent enough to include codes that are 
recognisable from one work of satire to the next. As will be discussed in due course, one 
consistent element of satire is parody, but despite the fact it is a distinguishing element of 
satire I do not consider parody a code, because – as will be discussed – parodic 
representations can be erratic and conflicting, thus making parody different from one text to 
the next. 
It may seem unnecessary to delve so deeply into the definition of genre, especially 
when a condensed discussion could simply state that genres are a codification of a text. 
However, it is this confusion over terminology and understanding of the text that is at the 
crux of this thesis, and without an in-depth discussion of the flaws surrounding the current 
debate over both genre and satire, a succinct definition cannot be determined and then applied 
to the practice portion of this project. Therefore, these complex definitions are necessary for 
this thesis.  
In this next section, I will use existing examples of literature to highlight how I 
applied the concept of genre (as gathered from Genette, Derrida, and Todorov) to my own 
work. In addition to showing how these concepts function in practice (by indicating how they 
were building blocks for The Life and Times of a Doctoral Thesis), I will also investigate 
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literary texts using these definitions in order to indicate how my own work sits alongside a 
larger discourse.  
Starting with a text that many consider to be the first example of English crime fiction 
in novel form, Wilkie Collins’ The Moonstone (1868), we can look at this past work to 
understand how crime fiction is read today. A contemporary reader who is familiar with what 
the genre of crime fiction has become since 1868 will read The Moonstone and classify 
representations of immoral acts (the theft of a necklace) as a code for crime fiction. If we 
follow Todorov’s argument that genres are built by authors using a model of pre-existing 
classification codes found in other texts, it can be argued that Collins appropriated codes 
from other genres such as the Gothic or the ‘sensation novel’ to create a new form. Whereas, 
following from Derrida, readers see codes in The Moonstone that are found in other works 
which can be traced back to the Cain and Abel myth, and these readers classify Collins’ novel 
as crime fiction in a long sliding scale of the genre. After one-hundred-fifty years of the 
existence of a genre, its origin is less clear; yet, whether we subscribe to Todorov or to 
Derrida’s idea of when the moment of inception occurs, contemporary readers recognise 
codes based on their knowledge of previous texts. Therefore, origin is less important for 
existing genre, but not for newer blended genres, which will be discussed in due course. 
Additionally, it could be argued that genres will change over time, without changing 
classification. For example, certain codes in The Moonstone are similar to those in the work 
of Ian Rankin (such as the inclusion of a crime and someone searching for the culprit of that 
crime), yet they are distinctly different enough that there is little else to tie them together. 
Rankin’s novels are not as violent as other contemporary works of crime fiction, but are 
considerably more so than Moonstone, which is a polite case about a theft. However, the 
contemporary reader understands that both are crime fiction, because this reader accepts that 
the codes may evolve. 
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The reader recognises codes based on cultural and historic interpretation. For 
example, the myth of the Sherlock Holmes character has become a mainstay of detective 
fiction, with his hyper-focused attention, his discomfort with social conventions, and his 
patronising tone with Watson. Sherlock Holmes has been adapted numerous times, and as a 
character he has infiltrated the personalities of fictitious detectives for a century. But Holmes 
and the type of detectives that have taken on his attributes are specifically recognisable as 
constructs of British crime fiction. So much so that tourists flock to the Sherlock Holmes 
museum housed at 221B Baker Street.40 The Sherlockesque detective is not the only 
classification code found in British murder mysteries; there is also the gentile nature of the 
British form of the genre, one that mixes the gruesome with the polite, such as the 
juxtaposition of the dead body on the green lawn at the village fete. And, as authors in the 
UK attempt to usurp this cosy murder scene by placing the sleuth in an urban landscape, this 
British noir (or in Scotland, ‘tartan noir’) too becomes a part of the culture. There are now 
walking tours in Edinburgh based on the theme of Ian Rankin’s Rebus character. Rankin 
didn’t invent the hardened detective, but he has made the Rebus detective41 so familiar to the 
crime fiction reader that the Rebus character has become a code for contemporary British 
(and especially Scottish) crime fiction. 
In my novel, I play with cultural recognition of classification codes. In regards to 
crime fiction, I pull from two British aspects of the genre: the grey Scottish landscape and 
gruesome murders found in tartan noir, and Miss Abby represents the type of detective found 
in the cosy murder mysteries of the Golden Age. St Andrews, the fictionalised and unstated 
setting of the novel, is a town that fits into both the gritty noir and cosy murder mystery 
 
40 221B Baker Street is an address that did not exist until the location became a draw for tourists in the 1990s. 
Jimmy Stamp, ‘The Mystery of 221B Baker Street’, Smithsonian Magazine, (July 18, 2012) 
<https://www.smithsonianmag.com/arts-culture/the-mystery-of-221b-baker-street-3608784/> [1ast 
accessed 5 November 2018]. 
41 The Rebus character relies heavily on the trope of the hard-boiled detective novels of American literature, but 
moves the central character from the world of the private investigator to one who is a public servant. 
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tropes. It is small and idyllic, but also lashed with wind and darkness during the winter. These 
codes are recognisable to those who are familiar with both types British crime fiction: tartan 
noir (grey) and cosy mystery (village setting). 
However, these codes, may not be recognisable in other cultures. For example, 
Japanese crime fiction has developed its own set of rules, with influences originating from 
stories of the Edo and Meiji periods, as well as codes that have been adopted from western 
literatures.42 Or as stated previously, British crime fiction (especially that found in detective 
fiction) includes codes that are different to American crime fiction (the body on the village 
green does not always successfully translate to the American form of the genre). 
A large part of genre coding is based on both the reader and the writer’s perceptions 
of genre (including perceptions influenced by culture), which thus suggests that genre is 
malleable. It may be true that a Japanese reader and a British reader interpret the same text as 
crime fiction (noting the criminal element as a classification code), but may also interpret 
another text differently, allowing for subjectivity. Therefore, I would like to argue that it is 
acceptable for me to base the genre codes I use in my thesis on my perceptions of the genres, 
with some guidance and support from critical theory. In Chapter Three, I will discuss these 
codes in more depth, but when developing The Life and Times of a Doctoral Thesis the codes 
I used to construct the crime fiction element of the novel were a murder, a detective (or a 
series of people searching for the murderer), a mystery/puzzle, and a sinister element. 
Regarding campus fiction, the codes I used to construct that genre were a campus/educational 
setting43 and some form of educational parody. 
 
42 Satomi Saito, ‘Culture and authenticity: the discursive space of Japanese detective fiction and the formation 
of the national imaginary’ (Doctor of Philosophy, University of Iowa, 2007) 
<https://ir.uiowa.edu/cgi/viewcontent.cgi?article=1330&context=etd> [last accessed 5 November 2018]. 
43 While the majority of campus fiction is set on a campus, it is not always the case; yet, there must be some 
connection to an educational facility for the work to be classified as campus fiction. For example, Lodge’s 
Deaf Sentence (2008) is mostly set outside University walls, but it still relies on parodying the academic 
world. Another example is Percival Everett’s Erasure (2001), which has a satiric purpose more aligned to 
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When deciding on which codes to use, I took culture into consideration. I pulled from 
crime fiction tropes, such as the isolated location, the gloomy atmosphere, and the amateur 
sleuths.44 These elements had been set into the genre in the early twentieth century. Yet, I 
also used contemporary codes, such as police procedures and forensic investigations. 
Focusing on the maiming of Barthomley, it could be argued that my novel is more violent 
than work from an earlier time period, which in itself is an evolving code of crime fiction.45 
Furthermore, not only have I chosen to emulate a British form of crime fiction, but in the 
campus fiction element of the novel I also replicate British higher education, which may be 
more recognisable to the British reader. In fact, in order to ensure that the genre would work 
across cultures, I included information about UK higher education in the in the novel. 
The one aspect of genre, which has not been discussed, is when a genre becomes 
disrupted or corrupted. Todorov and Derrida’s concept of when a genre is born is directly 
linked to their notions of whether or not genre can be broken. Derrida starts ‘Law of Genre’ 
by stating: 
Genres are not to be mixed.  
I will not mix genres.  
I repeat: genres are not to be mixed.  
I will not mix them.46  
 
Yet, we come to quickly realise that he is not stating that one should not mix genres, instead 
he has written out one sentence multiple times, each with the same message but different 
constructions. Because each sentence is grammatically different, each sentence has a 
distinctive meaning. He is using linguistics to show how coding a narrative can affect 
meaning in the same way different genre codes affect a work of literature. If genres are 
 
a discussion of publishing and societal perceptions of race, but as the protagonist is part of academia it 
could be classified as campus fiction. 
44 How I employed these codes into the novel is discussed fully in Chapter Two. 
45 See Chapter Two for a discussion of crime fiction that lacks a sense of the sinister. 
46 Derrida, p. 55. 
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transmutations of each other, then they must mix in order to evolve. However, Derrida also 
talks about purity and argues that mixed genres act in specific ways: 
And if it should happen that they do inter-mix, by accident or through 
transgression, by mistake or through a lapse, then this should confirm, since, after 
all, we are speaking of ‘mixing,’ the essential purity of their identity.47  
 
He then argues that when a genre is mixed it will take on one form or another, often relying 
more heavily on one code. 
 Todorov states that, ‘A new genre is always the transformation of an earlier one, or 
of several: by inversion, by displacement, by combination’,48 which implies that a genre 
remains as such until it becomes a new one. Looking at Todorov’s theory from a 
contemporary perspective, one genre breaks the rules, and also picks up codes from another 
genre. Then, if this is repeated enough in different texts, a new genre is formed. An example 
of this is ‘mannerpunk’, which is ‘a novel of manners’49 along with ‘horror’ and 
‘steampunk’;50 yet, it is also a distinctly individual genre. Mannerpunk includes work such as 
Pride Prejudice and Zombies (2009) and Abraham Lincoln, Vampire Hunter (2011). Each 
genre is borrowed from the passage of time but is also unique. 
Whether I choose to apply Derrida’s idea that all genres are on the way to being 
another genre, or Todorov’s notion that a genre can be traced to a starting point, the concept 
of how a new genre is formed is important to this thesis. I ask what happens when two genres 
are incorporated into one novel? Is it possible that I will develop a new genre, campus crime 
fiction? While this will be discussed more fully in Chapter Three/‘Blended genres’ and in the 
Conclusion, it is important that I have raised the issue here because it is the understanding of 
what classifies a genre and what defines a satire that is at the crux of the thesis. 
 
47 Derrida, p. 57. 
48 Todorov, p. 15. 
49 ‘Mannerpunk’ is an interesting subgenre in relation to crossing genres. For a further discussion of this and its 
relationship to my novel, see the Conclusion.  
50 Steampunk overlaps into the Gothic and horror. 
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Pulling from the above discussion, we can not only argue that satire is not a genre, but 
also start to understand how the two can exist in one text. First, the message of a satire is part 
of the satire. Additionally, there are not enough similar classification codes in various works 
of satire to link them together. Whereas, genres have a message that is outside of its 
existence, and there are enough matching classification codes to link multiple texts. One way 
to understand this is to look at a work that is both a specific genre and a satire. For example, 
Douglas Adams’ The Hitchhiker’s Guide to the Galaxy (1973) can be placed within the genre 
of science fiction through the classification codes of fictional science and aliens. It can also 
be argued that The Hitchhiker’s Guide to the Galaxy is in agreement with cultural perceptions 
of what constitutes science fiction, in that Anglo-western readers see the Adams’ novel as 
following on from traditions that originated in mid-twentieth century science fiction 
magazines. However, none of these aspects apply to the rhetoric of The Hitchhiker’s Guide to 
the Galaxy, which is manufactured by Adams’ interpretation of societal constraints.51 Yet, as 
a reader decodes the genre in order to classify it as science fiction, that reader will equally but 
separately recognise the satiric rhetoric Adams places within the genre.  
The distinction between satire and genre is especially important when understanding 
how the two concepts can work together while still remaining distinctly individual. Returning 
to Charles Knight: 
[Satire] present[s] itself in the guise of formally recognised literary genres (as in 
mock epic), informal, sub-literary genres (the travel books imitated by Gulliver’s 
Travels), or nonliterary speech (the conversation in Horace’s Satires or the 
correspondence in Epistles).52 
 
The word to focus on is ‘guise’. Knight is stating that satires can appear to be literary genres. 
It is the language of the genre that the audience will recognise, the familiar narrative and 
stock scenes. Yet, the audience will also recognise a satiric tone or even message, but as the 
 
51 See footnote 54 for a further discussion of the satiric purpose of Adams’ Hitchhiker’s Guide to the Galaxy. 
52 Knight, p. 23. 
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genre codes are more familiar, the audience misinterprets the satire for genre. This may be 
part of the reason satire is so often classified as a genre. 
Returning to Douglas Adams’ The Hitchhiker’s Guide to the Galaxy, his series sits 
within the science-fiction genre but uses satiric discourse and rhetoric to address the foibles 
of contemporary British life.53 Also, in The Hitchhiker’s Guide to the Galaxy, there is some 
parody of the science fiction genre (such as the ‘improbability drive’ which is likely to be a 
parody of Asimov’s ‘hyperspace’, which then became a cliché of mid-twentieth century 
science fiction), but its principle tone of mockery is reserved for British life. The text is a 
parody of the science fiction genre sitting next to a Menippean discussion of British society. 
Just as Adams’ satiric rhetoric can exist within a novel coded as science fiction 
without disrupting it, the rhetoric of my novel is part of the campus fiction element, yet the 
satiric discourse changes neither that genre nor the crime fiction element. Additionally, my 
novel also includes parody, but not in that it mocks a genre. This element of parody, which 
can take many forms, is also necessary for satire. 54 
As noted by Derrida, we read genres by placing them into pre-established boundaries, 
 
53 Douglas Adams’ The Hitchhiker’s Guide to the Galaxy series is popular across cultures, helped by the fact 
that it is not a parody of specific people or laws. In fact, the character Marvin appears to replicate 
humanity’s incessant, and self-creating, misery, ‘Why should I want to make anything up? Life’s bad 
enough as it is without wanting to invent any more of it.’* However, I will also argue that The Hitchhiker’s 
Guide to the Galaxy, upon closer inspection, speaks to the idiosyncratic manner in which the British revere 
self-deprecation. As a guest writer on the blog ‘Jill of All Genres’, I wrote about the Britishness of The 
Hitchhiker’s Guide to the Galaxy. As a teenager, when I first read the series of books, I recognised Adams’ 
treatise on the human condition. However, twenty years later, as an adult living in Britain rereading the 
series, I discovered the Englishness of it all. ‘The second thing I noticed about re-reading The Guide is 
how much the satire is a dig at being British; something I most certainly would have not gotten as a 16 
year old American. Now, with over a decade of living in Britain stamped on my passport, I can see the 
subtle Britishness of the book. And I mean real British. None of that Downton Abbey drivel. The Guide is 
“two up two down”, “Tetley Tea and Penguins”, “Rule Britannia”, “spending your Costa del Sol holiday 
searching for a Greggs” kind of British.’** 
*Douglas Adams, The Restaurant at the End of the Universe (London: Random House Publishing Group, 
1981; repr. 2008), p. 150. 
**Rachel Marsh, ‘The Re-Reading Project Guest Post: The Hitchhiker’s Guide to the Galaxy’, Jill of all 
Genres, ed. by Emilie Staat, (19 December 2014) <https://emiliestaat.wordpress.com/2014/12/19/the-re-
reading-project-guest-post-the-hitchhikers-guide-to-the-galaxy/> [last accessed 6 November 2018]. 
54 Examples of works that are full parodies of specific genres and that do not include a satiric message are Mel 
Brooks’ 1987 film ‘Spaceballs’ (parody of science fiction film) and William Goldman’s novel The 
Princess Bride (1973) (parody of fairy tales). 
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but satire will never do as it is told, it crosses limits and lines of demarcation. The satire is the 
message, which is wrapped in a genre. However, there is one rule that signifies the work as a 
satire (as opposed to a dramatic text with a social or political message that is then wrapped in 
a genre) – the ridiculous. It is this ridiculousness that signifies the message as satirical. This 
ridiculousness lies in parody, and for without parody, there is no satire. 
 
What is parody? 
This section will first discuss how satire can sit within a genre, and how parody 
interacts with both genre and satire. This section will also focus on how parody is critical to 
the creation of satire, in that parody distorts reality so that the work can be recognised as 
satiric. It is ironic mimicry that provides the parody with humour. This section will start by 
discussing how, like genre, parody and satire are often confused, and how – like satire – 
parody is a varied writing technique. Parody is often referenced in relation to textual 
mimicking and intertextuality, and while this is sometimes appropriate it is not always the 
case. Additionally, parody is not interchangeable with intertextuality, irony, or mimicry, even 
though it can employ all three. This section will make these distinctions and discuss how I 
used various forms of parody and irony in the novel in order to highlight certain satiric 
elements. This section will also discuss how parody can act as a form of appropriation and 
distort an original form, and that form can represent a text, culture, socio-political landscape, 
or even a person. And finally, parody is connected to humour and comedy, and it is through 
this cue for laughter that provides the audience with an indication that the work is satiric. As 
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a side note, it should be noted that there are subsets of parody such as pastiche,55 burlesque,56 
mock epic,57 and travesty;58 59but, for the purposes of this project, I will be discussing the 
overall concept of parody. 
Much like genre and satire, parody and satire are often confused. Also, much like 
satire, parody is varied. The term parody can reference the mimicking of a genre, such as 
Swift’s Gulliver's Travels (1726), which may be considered a parody of the travel form. It 
can also mean the caricaturing of another author, such as Swift’s ‘A Meditation upon a 
Broom-stick’ (1708), a parody of the poet/physicist Robert Boyle.60 Samuel Johnson’s 
classification of parody is closest to what is now considered standard usage, ‘a kind of 
writing, in which the words of an author or his thoughts are taken, and by a slight change 
adapted to some new purpose’.61  
 There are a myriad of uses for parody, and in A theory of parody: the teachings of 
twentieth-century art forms (1985) Linda Hutcheon argues against focusing on one aspect of 
parody. Instead, she seeks a dualistic approach, one that is ‘both formal and pragmatic’ but 
 
55 Pastiche is a ‘literary work composed from elements borrowed either from various other writers or from a 
particular earlier author. The term can be used in a derogatory sense to indicate lack of originality, or more 
neutrally to refer to works that involve deliberate and playfully imitative tribute to other writers. Pastiche is 
a form of parody that uses imitation as a form of flattery rather than mockery […]’ 
Chris Baldick, The Concise Oxford Dictionary of Literary Terms (Oxford: Oxford University Press, 2004), 
pp. 185-186. 
56 Burlesque is ‘a kind of parody that ridicules some serious literary work either by treating its solemn subject in 
an undignified style […], or by applying its elevated style to a trivial subject […]’ 
Ibid., p. 31. 
57 Mock epics ‘make fun of the elaborate conventions of epic poetry.’ 
Ibid., pp. 158-159. 
58 Travesty is ‘a mocking undignified or trivialising treatment of a dignified subject, usually used as a kind of 
parody. Travesty may be distinguished from the mock epic and other kinds of burlesque in that it treats a 
solemn subject frivolously, while they treat frivolous subjects with mock solemnity.’ 
Ibid., p. 262. 
59 Genette notes that pastiche is a non-satirical parody, while the other forms include satire. 
Gérard Genette, Palimpsests: Literature in the Second Degree (Lincoln, NE, USA: U of Nebraska Press, 
1997) p. 7. 
60‘Swift is said to have composed ‘A Meditation upon a Broom-stick’ for the purpose of playing a trick on Lady 
Berkeley, his employer’s wife, who loved to hear Swift read aloud extracts from ‘the heavenly 
meditations’ of Robert Boyle.’  
Dwight Macdonald, Parodies: an anthology from Chaucer to Beerbohm (London: Random House, 1960) p. 
23. 
61 Hutcheon quoting Johnson in Linda Hutcheon, A Theory of Parody: The Teachings of Twentieth-century Art 
Forms (Champaign, IL, USA: University of Illinois Press, 2000) p. 36 
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also may run the risk of reducing it to intertexuality, which she does not wish to do. 62 She 
references Genette’s work in Palimpsestes (1982) and states that parody is ‘a formal or 
structural relation between two texts’, and she also notes Mikhail Bakhtin who classifies 
parody as ‘a form of textual dialogism’ and calls it ‘relativizing’ and ‘deprivileging’.63 Simon 
Dentith in Parody (2000) seems to follow on from Hutcheon’s work by arguing that rather 
than attaching parody to one form or another (text or language) it should be discussed as a 
spectrum that may include aspects of ‘imitation, pastiche, mock-heroic, burlesque, travesty, 
spoof, and parody itself.’64 He then argues that these sorts of classifications ‘pigeon-hole’ 
discussions and are slightly irrelevant due to the ‘antiquity of the word’. He argues that it will 
be difficult to finalise a definition of parody because of different cultural and national usages 
of the term.65 
While Dentith dismisses the need for an exact definition, and he is correct that parody 
– much like genre – will depend on cultural usage, I personally need a clear definition of 
parody in order to enact a satiric experiment. Through the creation of the novel, I specifically 
wanted to know how parody is critical to the creation of satire. Therefore, it may be more 
prudent to first discuss what parody is not. 
 Hutcheon argues that parody should not be interchangeable with intertextuality.66 She 
continues by stating that parody is ‘not just a matter of the text’s somehow parthenogenetic or 
magical absorption and transformation of other texts’.67 In fact, to paraphrase Hutcheon’s 
work on parody and intertextuality, she states that the difference between the two is that the 
reader need not know about the referenced text within an intertextual piece in order to read 
(or decode) the work; whereas, a reader’s knowledge of the mimicked source material must 
 
62 Linda Hutcheon, p. 37. 
63 Ibid. citing Bakhtin, p. 22. 
64 Simon Dentith, Parody (London: Routledge, 2000), p. 6. 
65 Ibid., p. 6. 
66 Linda Hutcheon, p. 23. 
67 Ibid., p. 23. 
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be known to the reader in order to appropriately understand the parodic elements of the text. 
For example, in The Life and Times of a Doctoral Thesis, the names of the girls who go to the 
comprehensive school are based on the children in The Lord of the Flies (1954). This is an 
intertextual reference that need not be known to the reader in order for those passages to be 
understood or appreciated. Furthering the discussion by using an example from my own 
work, I parody the blog form. Those who are familiar with blogs and their self-deprecating 
‘humble-brag’ style of writing will recognise the parodic nature of these passages. Using a 
different font to replicate the feeling of social media, I include Janet’s blog posts in the 
appendix, with the example below referencing the amount of time she believes she’ll need to 
finish a PhD. The following entry employs both parody of the blog form through tone and 
style, as well as ‘irony of fate’ (to be discussed later in this chapter), in that Janet will not 
finish on time. 
Everyone tells me that I will not finish my PhD in three years, and – 
while three years might be the time provided by the University – I should 
ignore this arbitrary three-year deadline and be prepared to ask for an 
extension. 
 
I have been told by PhD students, academics, and even my Masters 
supervisor to plan on at least three and a half years to write the thesis, 
plus three months between submission and viva, then at least another six 
months on corrections. That’s if I’m lucky because many Doctoral 
candidates need a one-year extension (at least) and more for corrections. 
[…] 
Yeah. Not going to let that happen to be me. 
[…] 
I WILL submit in three years with no corrections. I WILL hit that target, 
and I WILL l have a job lined up when I submit.68 
 
The example above is a parody, but it is also intertextual. Work that inspired this novel 
include Vladimir Nabokov’s Pale Fire (1962), Lucy Kellaway’s Who Moved My Blackberry 
(1994), Douglas Coupland’s JPod (2006), Holly’s Inbox (2007) by Bill Surie, Neil Gaiman’s 
Twitter novel, ‘Twovel’ (2009), and Dear Committee Members (2014) by Julie Schumacher. 
 
68 The Life and Times of a Doctoral Thesis, p. 1062. 
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As well as my own supervisor’s novel, Welcome to the Working Week (2010). These authors 
use social media, blogs, emails, and texts as an intertextual reference. It’s fantastic if the 
reader recognises the references to modern media forms; yet, it isn’t necessary to understand 
and enjoy these works. 
Hutcheon’s asserts that parody should ‘not always be at the expense of the parodied 
text’,69 and Dentith takes a similar approach when he argues ‘that parody has the paradoxical 
effect of preserving the very text that it seems to destroy’.70 An examples of this includes the 
2009 Muppets parody of the Queen 1975 song ‘Bohemian Rhapsody’,71 a parody that did not 
indicate challenge but instead was an homage to the source material. Following from this, I 
am not mocking the contemporary epistolary novel by including blog passages in my PhD 
project, instead I celebrate the fact the form has evolved. What the Muppets and I do in our 
individual ways is to pay homage through parody and intertextuality, not through pure 
imitation. 
 The other word that is often used synonymously with ‘parody’ is ‘imitation’. Turning 
to Hutcheon once again: 
The mimetic, and ideological status of parody is more subtle than this: both the 
authority and transgression implied by parody’s textual opacity must be taken 
into account. All parody is overtly hybrid and double-voiced.72 
 
This is stating that parody is more than mimicking, comparison, or imitation; it has a deeper 
message – often ironic – that implies more than a replication without further thought. 
Hutcheon argues that, unlike other concepts of imitation, parody: 
 
 
 
69 Hutcheon, p. 6. 
70 Dentith, p. 36. 
71 Dan Fletcher, ‘“Bohemian Rhapsody,” Muppet-Style, Time Magazine, 30 November 2009 
<http://content.time.com/time/arts/article/0,8599,1943327,00.html> [last accessed 5 November 2018] 
72 Hutcheon, p. 28. 
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[…] uses irony as the major means of accentuating, even establishing, parodic 
contrast. […] Both irony and parody operate on two levels – a primary, surface, 
or foreground; and a secondary, implied, or backgrounded one. But the later, in 
both cases, derives its meaning from the context in which it is found. The final 
meaning of irony or parody rests on the recognition of the superimposition of 
these levels. It is the doubleness of both form and pragmatic effect or ethos that 
makes parody an important mode of modern self-reflexivity in literature.73 
 
To summarise, it is the ironic representation (or ironic mimicking) of a text that creates the 
parody, and without the irony the work cannot be parodic. 
 
Why is irony vital to parody? 
Roger Kreuz and Richard Roberts in ‘On Satire and Parody: The Importance of Being 
Ironic’ (1993) reduces the definition of irony even further by arguing that there are four 
types: Socratic irony (‘the rhetorical technique of pretending ignorance to reveal a flaw in the 
thinking of another’), dramatic irony (‘the tension that is created when an audience possesses 
information that characters in a dramatic work do not’), irony of fate (‘used by speakers and 
authors to call attention to a peculiar relationship between two events’), and verbal irony (‘in 
which ironists intentionally make statements opposite to their beliefs’) with its subset of 
sarcasm.74  
I would like to add that verbal irony can be created by intentionally representing 
situations as a positive, not just dialogue, even when they are incongruent with the parody-
maker’s belief system. For example, I find the fact that universities are exacerbating the 
housing crisis in university towns by turning their accommodation into a moneymaking entity 
rather than a non-profit service that is necessary for student life.75 In the novel, I use verbal 
irony to discuss this, by showing the negative as a positive. A property developer pitches to a 
 
73 Hutcheon, p. 34. 
74 Roger J. Kreuz and Richard M. Roberts, ‘On Satire and Parody: The Importance of Being Ironic’, Metaphor 
and Symbolic Activity (1993) Vol. 8 (2) pp. 98-99. 
75 Supporting documentation to show how students are struggling with housing can be found in Appendix Two. 
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University: 
‘There’s no reason higher education can’t be a part of the free market economy. 
And Teinehouse can help you do that. We can guide you through the process, 
deciding which buildings should be sold, which should be redeveloped into 
luxury guest accommodation, and which should be revitalised and reimagined for 
venue hire. All of which will maximise your long-term income.’76 
 
The voice of the narrator then employs verbal irony by explaining the lifestyle of wealthy 
students:  
Paige’s housemates threw dinner parties with port and cheese and a hired chef; 
after which they moved into the salon with the hunter green walls and the 
Porterhouse blue setae, where they talked about pop songs and Radio 1 while 
drinking single malt whiskies. They planned winter ski trips to Vail (‘The Alps 
have become so last year’) and reminisced about how tedious it was to attend 
certain enclosures at Ascot every year.77 
 
The above examples stand out as verbal irony when placed against the story of a working-
class student. When Ryan loses his job, he worries he’ll have to leave university because he 
can’t afford the accommodation: 
He had a decision to make. His loan covered fees. Both parents worked low wage 
jobs, but together their household income was too high for Ryan to be eligible for 
a maintenance grant. And, he had been given a means tested maintenance loan, 
but he only received enough to keep him in accommodation and food for half a 
year. He had set up a direct debit for his accommodation, hoping that paying for 
housing in small monthly chucks would make his loan go further. His cheque 
from the china shop had covered everything else. Without this job, he couldn’t 
afford to live in halls, and moving into a private accommodation was far more 
expensive than Caledonian Park. But, as much as he wanted to stay, he didn’t 
want to spend three years working in a basement.78 
 
I then highlight this juxtaposition of the ‘haves and the have-nots’ by ending the novel with a 
snapshot of the future, one that only has room for students with disposable income. After the 
halls of residence have been destroyed in the bombing, students discuss the changes the 
University is planning to make to the accommodation: 
‘Did you hear? They’re going to upgrade Chatham,’ said one young student. 
‘Double beds, tellies, and some are going to have private bathrooms.’79  
 
76 The Life and Times of a Doctoral Thesis, p. 311. 
77 Ibid., p. 272. 
78 Ibid., p. 774. 
79 The Life and Times of a Doctoral Thesis, p. 1033. 
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This series of events is told through verbal irony and twisted replications of truth (parody), 
and when put together they emphasise the satiric purpose80 of the text.  
The forms of irony as noted by Kreuz and Roberts (Socratic irony, dramatic irony, 
irony of fate, and verbal irony) are used to bend reproductions and falsifications of source 
material for parodic expression, and when placed next to a satire it helps highlight the satiric 
purpose. I shall return once again to my novel to showcase that irony can exist without 
necessarily being parodic or furthering the satiric discourse within the novel. For example, 
Mugby Barbox embodies Socratic irony when he feigns ignorance with the Brewster sisters, 
so that he can use them to investigate the impending invasion. This is an example of irony 
that helps move the plot forward, and it is neither parodic nor part of the satire. In fact, his act 
of irony sits within the crime fiction element of the novel, which is specifically designed to 
not be satiric. It is irony that allows parody to act as more than a transmutation of another text 
or genre. And, the above discussions of how my novel uses irony is an example of parody 
being applied to a concept outside of the textual. 
Of course, there are also those works that do parody a genre or specific text, as well as 
larger sociological issues. To use a contemporary example, the British television programme 
The Office (2001-2003) is a parody of reality television, and a parody of office work. And, 
within this is the satiric message, which is a treatise about the confinements of contemporary 
employment and life. This is the crux of the definition of satire; it is a political message, 
wrapped in a parody. The parody may be of another text, or it may even be a parody of life. 
Some works of parody extend completely outside of other works, such as Jane 
Austen’s Pride and Prejudice (1813). Austen’s novel does not parody an already existing 
text, instead it represents life, society, and culture in an exaggerated manner, which is parody. 
 
80 Further discussion of ‘satiric purpose’ can be found in Chapter Two. 
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 If parody is to be understood outside of its relationship to source texts, then perhaps it 
is smart to consider how parody is an appropriation of life. Julie Sanders in Adaptation and 
Appropriation (2006) states that:  
[...] there is a further parallel mode of appropriation that uses as its raw material 
not literary or artistic matter but the ‘real’ matter of facts, of historical events and 
personalities [...] consciously appropriating the known facts of a particular event 
or of a particular life in order to shape their fiction.81  
 
Parody acts in this appropriative manner; it can replicate – yet with a distorted lens – society, 
politics, or an individual. Although, Hutcheon urges us not to rely too heavily on a 
comparison with appropriation, ‘Parody is not just to be considered as a formal entity, a 
structure of assimilation or appropriation of other texts.’82 Hutcheon uses Stoppard’s 
Rosencrantz and Guildenstern Are Dead (1966) as an example of the differences between 
appropriation and parody, and she employs the term ‘trans-contextualisation’: 
[…] there is a tension between the text we know (Hamlet) [is Hamlet in quotes in 
the original] and what Stoppard does to it. Whenever an event is directly taken 
from the Shakespearean model, Stoppard uses the original words. But he ‘trans-
contextualizes’ them through this addition of scenes that the Bard never 
conceived.83 
 
To further Hutcheon’s example through simplification: Stoppard appropriates the story of 
Hamlet. This act of appropriation is intertextual in that it borrows the Shakespearean 
characters, Rosencrantz and Guildenstern. Yet, it also parodies the original by employing 
dramatic irony (the audience knows these two individuals will die, with the title of the play 
even calling attention to this irony), and irony of fate (the audience recognises that these two 
protagonists are creating their own death through their accidental actions). These acts are 
parodic because they exaggerate and lampoon the original narrative. Rosencrantz and 
Guildenstern are Dead is both an appropriation and a parody, and – it can be argued – that 
within that is a satire that calls attention to the futility of existence.  
 
81 Julie Sanders, Adaptation and Appropriation (London: Routledge, Taylor and Francis, 2006), pp. 138-139. 
82 Hutcheon, p. 49. 
83 Ibid., p. 14. 
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If we are to move beyond literature when discussing parody, perhaps the next 
question is, ‘What then can be parodied?’ Hutcheon pulls from arguments made by Claude 
Abasto’s ‘Situation de la parodie’ (1976), Morson Gary Saul’s ‘The Boundaries of Genre: 
Dostoevsky’s “Diary of a Writer” and the Traditions of Literary Utopia’ (1981), and Shari 
Benstock’s ‘At the Margin of Discourse: Footnotes in the Fictional’ (1983) to answer the 
question. Hutcheon states: 
Any codified form can, theoretically, be treated in terms of repetition with critical 
distance […], and not necessarily even in the same medium or genre. Literature is 
famous for parodying non-literary discourse. Pale Fire plays with editorial 
commentary; Tom Jones, Tristam Shandy, and even Finnegans Wake undermine 
the connotations of scholarly annotation and footnotes […]. Borges’s ‘Pierre 
Menard, Author of the Quixote’ parodies, among other things, the genre of the 
biblio-bio-critical note on a writer.84 
 
This is the form of parody I predominately employed in the novel – a twisted representation 
of ‘non-literary discourse’. Yes, I have included footnotes and appendices in order to parody 
the PhD thesis. However, I will take Hutcheon’s argument farther and argue that one can 
parody life. In the novel, I have aggrandised certain elements of higher education to highlight 
the satiric message, such as the fact someone has poisoned several Early Career Researchers 
(ECRs) in order to free up a full-time faculty position. If I argue that parody is an 
exaggerated representation for (often) comedic effect, the above example is a parody of the 
dire job prospects for ECRs,85 and having someone kill for a job is an over the top parodic 
representation. However, as is often the case, the reality of university employment and 
academic life is odd, unfair, and thankless, meaning that much of what I wrote may appear to 
be parodic, but actually the scenes were a close approximation of truth. This is the case with 
the following paragraph: 
 
 
84 Hutcheon, p. 18. 
85 Supporting evidence to show the decreasing number of ECR can be found in Appendix Two. 
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‘Good question. I think, in part, and this is only what I hear through the HR grape 
vine, these academics are hard to replace, despite the rhetoric of training British 
workers to do British jobs. I mean. It’s not like there’s an apprenticeship scheme 
to train some school leaver to be a professor of International Relations with a 
research focus on the instability of Yemen’s democracy. That was a nightmare. 
We hired a Professor Bufield from Australia, with just that focus. Big muckity 
muck in international relations. The Home Office kept screwing up his 
application. He eventually got fed up and took a post in Ireland.’86 
 
In 2012, the government made changes to immigration, which did not take into account the 
highly specialised and transient nature of academia, which in turn created a situation in which 
world-renown scholars were denied entry to the UK, despite being offered a legitimate post. 
The regulations forced a number of international academics already living in the country to 
leave as they couldn’t meet the renewal visa requirements.87 This scenario, to someone 
outside of higher education, may seem like a farce or parody, but the situation represented 
reality. The novel plays with this balance between perceptions of reality and parody. 
 
 How is parody an aspect of the ridiculous? 
 Finally, the last aspects of parody to be discussed are the comedic and the ridiculous, 
which provides satire’s ugly mask. J.C. Saliger in 1561 stated that parody is ‘the inversion of 
another song which turns it into the ridiculous’.88 This inversion makes us laugh; it is the ugly 
distortion that we find funny. Aristotle’s Poetics (c335BC) states: 
Comedy is […] an imitation of characters of a lower type, not, however, in the 
full sense of the word bad, the Ludicrous being merely a subdivision of the ugly. 
It consists in some defect or ugliness which is not painful or destructive. To take 
an obvious example, the comedy mask is ugly and distorted, but does not imply 
pain.89 
 
This is another way in which parody can be distinguished from an imitation, replication, or 
 
86 The Life and Times of a Doctoral Thesis, p. 503. 
87 For supporting documentation to how the Home Office’s ‘Hostile Environment’ has affected academia go to 
Appendix Two. 
88 Saliger cited in Margaret A. Rose, Parody: Ancient, Modern and Post-modern (Cambridge: Cambridge 
University Press, 1993) p. 281. 
89 Aristotle, The Poetics of Aristotle, (trans) S. H. Butcher (New York, NY, USA: Cosmo Classics, 2008) p. 7. 
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mimicking of source material. An imitation or mimic is not necessarily distorted, and if it is 
(as is the case with an adaptation), it may not be distorted in a ridiculous, or deformed, 
manner. For example, the Mel Brooks film Spaceballs (1987) is an excellent exercise in 
parody and comedy. For someone to fully enjoy Spaceballs beyond the slapstick humour,90 
they must have some passing knowledge of the science fiction film genre, and more 
specifically the films that Spaceballs parodies: Star Wars (1977-) and Star Trek (television: 
1966-2001, film: 1979-). The film uses overly-drawn antics and outlandish comedic scenes to 
distort the dramatic nature of the science fiction genre; therefore, the film will garner laughs 
due to the ugly display of physical humour, even if the textual parody is not understood. 
 In some ways, I play with the idea of parody through the ridiculous in the novel. One 
need not be familiar with the campus fiction genre to find angry ex-PhD students plotting 
revenge as ridiculous. There are clichés of peculiar lecturers and professors, as the audience 
doesn’t know which character is a Construct and which is a doddering scholar. The over-
worked Teaching Assistants and Office Admins trying to get by on a full-time employment 
and part-time pay is a combination of reality and exaggeration. These situations in the novel 
are embellished, but they are also close enough to the reality of modern life that many 
contemporary office workers would feel empathy for the characters, even if they did not 
recognise the parody of higher education. In fact, according to Forbes, 1.1 million people in 
Britain work in the gig economy.91 This article cites a report published by Prudential and 
states, ‘a worrying 63% of Gen X gig workers revealed that they were struggling financially’. 
 
90 The 1980 film Airplane! is an excellent example of a parody surpassing its source in terms of appreciation. 
Airplane! is widely referenced without noting its source of mockery, the 1957 disaster film Zero Hour!. 
Yet Airplane!’s famous line, ‘[…] surely you can’t be serious/I am serious, and don’t call me Shirley’, has 
become widely parodied in and of itself. 
Airplane!, dir. by Jack Smight (Paramount Pictures, 1980). 
91 Adi Gaskell, Forbes Online, (1 August 2018) [Last accessed 12 February 2020] 
<https://www.forbes.com/sites/adigaskell/2018/08/01/the-demographics-of-the-gig-economy/> 
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Readers may recognise themselves or people they know in the characters Lydia Gwilt, Violet 
Newstead, Janet Artemis-Smith, or even in the twelve victims found in the arrow slit. 
Parody knows how to twist reality, but only enough to distort not disguise. It uses the 
comedic element to great effect, and when parody is used to make a statement, it becomes a 
satire. It is how we laugh at what bothers us; it is why we find joy in what scares us. While 
others may disagree, I do not consider Orwell’s Nineteen Eighty-Four (1949) or Margaret 
Atwood’s The Handmaid's Tale (1985) to be a satire. Orwell and Atwood’s worlds may 
employ irony, but they offer no note of humour through the ugliness. Laughter (or an author’s 
presumption that the audience should laugh) is necessary for parody, and Nineteen Eighty-
Four and The Handmaid’s Tale are statements on a possible future, without the laugher. 
As stated by Mikhail Bakhtin, parody ‘deprivileges’.92 It takes those in authority, 
those with influence, and those ideologies that are skewed towards the powerful, and it 
removes their shell of privilege to show the naked reality beneath. (Or what the satirist 
believes to be the naked reality beneath the cloak of privilege.) And, as is our natural instinct, 
the audience laughs at the naked, especially when it is an Emperor who has on no clothes. 
Parody allows us to deprivilege the powerful. 
 
A definition of satire and genre 
It is here I’d like to wrap back to the theme of this project: satire and genre. In this 
chapter, I have argued that satire is not a genre, but it may sit in a genre. Genre is a 
classification based on codes that are recognised by readers. These codes are determined by a 
reader’s preconception of literature, and this perception of literature is based on their own 
cultural, historic, and individual experiences. 
 
92 Hutcheon, p. 22 (citing Bakhtin). 
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Whereas, satire is a mode of political rhetoric that has an authorial purpose, which 
calls for a reaction from its readers. In order to create a work of satire, parody must be used; 
yet, satire and parody are not interchangeable. As Hutcheon states, ‘parody is not extramural 
in its aim; satire is.’93 Parody is a form of mimicry that goes beyond intertexuality and 
imitation by using forms of irony but not political criticism. Parody can focus on a text, 
genre, or work of an author (as is the case with Spaceballs) or an aspect of the human 
experience (such as Pride and Prejudice). Or, it can do both, as is the case with The 
Hitchhiker’s Guide to the Galaxy, which both parodies the science fiction genre and 
replicates the ugly banality of human (or British) existence. But, most importantly, satire 
should make us laugh in the face of fear, and that is subjective. It is where the author and the 
reader either connect or disconnect. It is through the purpose of the satire that the work 
hangs, and it is how fiction can become – depending on the satirical message – a work of 
activism and dissent. 
  
 
93 Hutcheon, p. 43. 
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CHAPTER TWO 
Understanding Satiric Purpose 
 
Phiddian explains why understanding the purpose of a satire is so important: 
[…] even in the most clearly framed place for satirical commentary in 
newspapers, the editorial cartoon, only a minority of cartoons function satirically 
– many are ‘merely’ humorous gags, with little coherent rhetorical purpose. The 
satirical is not a brute, formal fact about texts, but a perception of purpose 
speaking rhetorically through them.  
 
Without satiric purpose there is no satire; it is merely a humours piece of art. This chapter 
will discuss and define satirical purpose, and the satirist’s role as a critic, an activist, and a 
researcher, which will lead to an investigation of the ethics of being a satirist. The middle of 
this chapter will include in-depth discussions of my own satiric purpose, and how I have 
employed the ethics of a scholarly researcher when developing the satiric rhetoric that 
underpins my novel. The chapter will end with a full discussion of the manifesto that was 
used to develop the satiric purpose and the research completed to support this manifesto. 
 
What is satiric purpose? 
Much of this thesis is based on Phiddian’s argument that satire is a form of rhetorical 
discourse: 
Satire never has been an exclusively literary activity. It is, rather, a rhetorical 
strategy (in any medium) that seeks wittily to provoke an emotional and 
intellectual reaction in an audience on a matter of public (or at least inter-
subjective) significance.94 
 
He also states in ‘Satire and the limits of literary theories’ that ‘some of the most enduring 
satires are clearly designed to be provocations to interpretation, not messages in a bottle of 
fictional or poetic form.’95 I would like to combine Phiddian’s comment with a quotation 
noted in the last chapter by Swift, that satire is: 
 
94 Phiddian, p. 44. 
95 Ibid., p. 48. 
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[…] a sort of glass, wherein beholders do generally discover everybody’s face but 
their own; which is the chief reason for that kind of reception it meets in the 
world, and that so very few are offended with it.96 
 
By linking Swift and Phiddian’s statements, I can argue that satire is a mode in which the 
artist replicates interpretations of society onto the work of art, and it is this replication of 
society (often told through the use of parody) that is central to the satire. The perception of 
the world that is transcribed onto the art is called the satirist’s ‘purpose’. Furthermore, as this 
purpose is a discussion of the author’s ideological issues with society, using art to push a 
political97 purpose has the possibility of turning the art into a work of dissidence. Following 
from this, if works of dissidence exists to call attention to a wrong, and provoke a response, 
then provoking an audience is a core aspect of many works of satire, and the author’s purpose 
for provocation becomes central to the art.  
Beginning with Phiddian’s statement about satire being a mode of political discourse, 
he references Roland Barthes’ ‘Death of the Author’ as an inappropriate approach to 
understanding satire; yet, in dismissing Barthes, he taps into the notion that the satirist’s 
purpose is central to the mode: 
[…] if talk of authorial intention is forbidden [in formalism and structuralism], 
then discussion of satire is severely cramped. To call something satirical is to 
imply a satirist more concretely than a sonneteer for a sonnet or a scriptwriter for 
a situation comedy. Sonnets or TV shows do not require the concept of an author 
function to make them work for an audience, but satires require that the audience 
members imagine a shaping intention (at least a ‘point’ being made) for the work 
to be intelligible as satire.98  
 
Also focusing on the author, Charles Knight states that the satirist is both ‘skeptical’99 and 
‘bemused’.100 The satirist is a ‘trickster’, an ‘agent’, and an ‘observer’. Satire proclaims 
 
96 Swift, p. 10. 
97 As noted in footnote 5, in this thesis the political can also imply societal norms or movements. 
98 Phiddian, pp. 48-49. 
99 Knight, p. 3. ‘The skeptical but observant satirist recognises that some people are evil, but all are foolish not 
only because they do foolish things but because they are unaware of their folly. They are errant in action 
but blind in perception.’ 
100 Ibid., p. 3. ‘Like Democritus, the satirist is a skeptical and bemused observer.’ 
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‘truths disguised as lies’.101 This emphasis on the satirist as the focus supports Phiddian’s 
idea that authorial purpose is central to the creation of a satire, making it creator-driven and 
personal. Overall, ‘shaping intention’ is the author’s purpose.102 
As previously noted, satire is not always a discussion of social or political 
disenfranchisement, and can – at times – be a mockery of a specific person or institution. Yet, 
even when a satiric work addresses an individual (as in Juvenalian satire), there must be a 
socio-political motive behind it, or else it is parody without a satiric message.103 Furthermore, 
the purpose of some satiric works is to lament contemporary society. While this may not 
seem like a call for provocation, simply suggesting an audience delve into a concept not 
previously considered is a call to action, for awareness of futility is a step towards eradicating 
futility. 
Various forms of parody and the satiric purpose they support can be found in Byron’s 
Don Juan (1819-1824). Byron parodied Keats in his epic poem by mocking the rumour that 
Keats had died of a bad review: 
John Keats, who was kill’d off by one critique,  
Just as he really promised something great,  
If not intelligible, – without Greek  
Contrived to talk about the Gods of late,  
Much as they might have been supposed to speak.  
Poor fellow! His was an untoward fate: –  
’Tis strange the mind, that very fiery particle,  
Should let itself be snuff’d out by an Article. [XI: 60]104 
 
While Don Juan is satiric, this reference to Keats is not. It is gentle mockery that stems from 
 
101 Knight, Literature of Satire, p. 3. ‘[…] he may be a trickster, an agent as well as an observer, proclaiming 
truths degassed as lies and directing the action to bring out the ends he has proclaimed.’ 
102 Despite using the phrase ‘intent’ in this brief quotation, Phiddian suggests ‘purpose’ is more apt. Phiddian 
states that, ‘“Satirical purpose” might prove to be a more useful formulation than either intention or frame 
of mind, because it comes with slightly different baggage’ and warns against using the language of ‘intent’ 
due to Wimsatt and Beardsley’s ‘intentional fallacy’. Furthermore, ‘intentional fallacy’ argues against 
placing emphasis on authorial intent rather than reader reaction. I will argue throughout this section that 
authorial intent (aka purpose) is integral to the creation of satire; therefore, ‘intentional fallacy’ does not 
apply. 
103 This is what Genette considers to be pastiche. 
104 Baron George Gordon Byron, Don Juan (London: Penguin Classics, 1972; rept. 1983), p. 412. 
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a rivalry between two poets who regularly and publicly snubbed each other’s work; yet in this 
passage there is no political undertone. The satiric purpose is found in a larger discussion of 
the literary period that occurs throughout the entire work. Byron makes multiple comments 
about poets and peers such as: 
Thou shalt believe in Milton, Dryden, Pope; 
Thou shalt not set up Wordsworth, Coleridge, Southey; 
Because the first is crazed beyond all hope, 
The second drunk, the third so quaint and mouthy. 
With Crabbe it may be difficult to cope, 
And Campbell’s Hippocrene is somewhat drouthy, 
Thou shalt not steal from Samuel Rogers, nor 
Commit – flirtation with the Muse of Moore. [I:205]105 
 
Byron makes these sorts of comments throughout Don Juan, while also employing elements 
of the Romantic, thus using verbal irony to parody the Romantic movement. In doing this, he 
places a satiric purpose into his text, which is a disregard for Romanticism.106 Byron is an 
example of how one phrase or passage on its own is parodic, but when it is placed within a 
larger context it becomes satiric due to the implementation of satiric purpose. Additionally, 
Byron’s work is interesting in that the satiric purpose of Don Juan is layered. On one level, 
we see him mocking his rebellious peers, but Byron also parodies the epic form in order to 
highlight his belief that English society:  
[…] expected him to conform to a Puritanical morality, and the further they 
pushed Byron to adhere to ‘bourgeois’ English concepts of society, the more he 
felt ‘that England needed his expositions of truth’. […] Cantos XIII through XVI 
provide ample proof of Byron’s lambasting wit; as Don Juan takes court in 
England, Byron uses the setting and the characters to represent the English 
lifestyle he found so restrictive.107 
 
 
105 Byron, p. 97. 
106 In my MPhil on Eric Linklater’s appropriation of Byron’s Don Juan, I argue that, ‘Much has been made of 
Byron’s place amongst the Romantics, and to an extent this is important because it is a literary tradition to 
which he was reacting. M. H. Abrams excluded Byron from his discussion of the Romantics: “Byron I 
omit altogether; not because I think him a lesser poet than the others but because in his greatest work he 
speaks with an ironic counter-voice and deliberately opens a satirical perspective on the vatic stance of his 
Romantic contemporaries”.’ 
Rachel Marsh, ‘The Nature of Appropriation: Eric Linklater’s Juan in America’ (MPhil, University of 
Dundee, 2011), p. 183 citing M. H. Abrams, Natural Supernaturalism: Tradition and Revolution in 
Romantic Literature, (New York, NY: Norton, 1971), p. 13. 
107 Ibid., p. 121. 
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Byron’s satiric purpose was to undermine the status quo (which included a literary movement 
to which he belonged) – something he attempted in both his writing and in life.  
It is the satirist’s opinion, based on perceptions of an unjust society, that create the 
central injustice on which the satire is based. For Byron, he parodied multiple people, themes, 
and issues to create a larger satiric purpose that highlighted England’s social constraints.  
I have found inspiration in how Byron’s Don Juan uses multiple layers of parody that 
address a number of different people, movements, and political agendas in order to support a 
larger satiric message about society.108 The aim for my satiric purpose was to address how 
marginalised groups must overcome multiple barriers in order to access education. In order to 
do this, I needed to not only address how specific groups are marginalised but also lampoon 
the current educational system. Therefore, I have created a novel that is a sum of smaller 
parts. For example, like Byron, I start small. The novel is drafted as a rambling PhD 
dissertation (footnotes, appendices, and sub-headings), which appears to be a parody without 
satire – one that is intertextual and parodic. When this is set next to scenes that use 
signposting (the spoilers of the academic essay) as a plot point, the reader may gather that I 
am questioning academic methodology. 
‘Academics constantly summarise because they know no one has the time or 
inclination to read the whole thing. Academic reading is skimming. Now, if you 
fix your grammar, repetition, and add some signposting, your essays should be 
passable,’ she said. ‘If you put in an original idea, you’ll do better than pass.’109 110 
 
Then the view zooms out further to see how Minchin – through his dismissal of Janet and 
Francine’s work – upholds long standing biases against race and genre, and thus suggesting 
 
108 Eric Linklater had a more direct influence on my work than Byron. Linklater drew from Byron, and by 
studying Linklater’s work and his replication of – and reaction to – Byron, I have a greater understanding 
of a layered satiric purpose. 
109 The Life and Times of a Doctoral Thesis, p. 391.  
110 Janet employs irony. She tells the boys that they would get a better mark if they incorporated original ideas, 
yet in her blog states that: ‘[…] a PhD is not about new research, originality, or argument. It’s about 
knowing in advance what methodology, terminology, and literary taxonomy are preferred by academics I 
have yet to meet and who have yet to be chosen as my examiners. If I am not using their exact word 
choice, my corrections may as well include “Rewrite entire thesis, but in my voice”.’ (p. 1064) A passage 
which my external examiner mistook as a job description. 
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that brilliant minds are eradicated from the academy before they get a chance to blossom. 
From there the reader sees the staff shortages, the precarious contracts, the government 
policies on HE, and the business-speak in Senior Leadership meetings.  
In Chapter One, I had stated that the novel is Menippean and, while this is the case, 
smaller scenes in the novel take more of a Juvenalian tone. But, each of these Juvenalian 
remarks are part of a larger work that creates a Menippean voice. The cogs begin to click into 
place, and the larger satiric purpose can be seen. The work is neither a single spoke nor a lone 
mechanism; it is a large engine of dissidence. 
 
Satire as dissidence 
This engine propels dissidence, which is a contradictory act of speaking both loudly 
and covertly. The dissident amplifies an opinion about unjust actions in the world. Through 
satiric purpose, a satirist can be a dissident who both amplifies and distorts opinions about an 
unjust society through the use of parody, thus making it palatable. The satiric purpose could 
be to amplify the starvation of millions (Swift’s A Modest Proposal (1729)) or a discussion of 
British modern life (Hitchhiker’s Guide to the Galaxy), and – depending on the outcome the 
satirist hopes to achieve (change policy or simply make people think), as well as the 
audience’s reaction to the work –  the satirist can act as a dissident. 
This short section will look more closely at the connection between the satirist and the 
dissident with a hope of understanding satiric purpose. In Ian Hislop’s text, I Object (2018), 
which is a companion to his British Museum exhibition, he states: 
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Dissent clearly varies in terms of seriousness. There are some items that have 
posted a genuine threat to authority and other ones that are much sillier. But they 
all merit a second look because they show people questioning the status quo and 
refusing to accept what they are being told. They may have been hoping to 
overthrow the state, been letting off steam because they could not keep silent any 
more, or simply been trying to amuse each other. […] Dissent is also quite 
chaotic. It doesn’t create a perfect narrative and it often doesn’t present very 
coherent answers.111 
 
The work of the dissident, like the satirist, is erratic, multi-layered, paradoxical and has no 
consistency in theme and meaning. The I Object: Ian Hislop’s Search for Dissent exhibition 
at the British Museum (8 September 2018 to 20 January 2019) – where several artefacts that 
were in themselves acts of dissidence were on display – highlights this connection between 
art and political activism. The placards in this exhibition facilitate discussion that 
inadvertently place satire within the world of the activist. As a part of the exhibition, Ian 
Hislop writes:  
Art has often been used as a vehicle for subversion, using imagery that mocks, 
comment on or criticises the authorities. Although such works can be 
commercially successful, many artists have been exiled, persecuted at home or 
suffered both financially and critically.112 
 
He also states, ‘Dissent does not have to be specifically political in a personal sense to be 
effective’, and references a work by a Chinese artist who created an image of ‘China’s past 
with the post-industrial state of today.’ The image by Yang Yongliang entitled Phantom 
Landscape III is digitally rendered and it:  
[…] appears to be an idyllic landscape reminiscent of ink fan paintings from 
China’s Southern Song dynasty (1127-1279). To underline his covert critique of 
the rapid urbanisation of rural life, Yang uses a square stamp resembling a 
manhole cover instead of a traditional steal signature.113  
 
The image from a distance looks sublime and picturesque, but upon closer inspection it 
becomes evident that the soft brush stroke are smog and pollution. Of the image, Hislop 
 
111 Ian Hislop and Tom Hockenhull, I object: Ian Hislop’s search for dissent (London: Thames and Hudson Ltd, 
2018) p. 12. 
112 Introductory placard at the ‘I Object’ exhibition at the British Museum. 
113 Comment on placard next to Yang Yongliang’s computer-generated print Phantom Landscape III (2007 
Shanghai, China). 
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argues, ‘It may also be suggesting that even though things do not seem to change, continuity 
can be deceptive.’114 
 The conversation in I Object helps to identify the activism within an artist’s purpose, 
with satire being a mode that voices this remit. In The Life and Times of a Doctoral Thesis, I 
voice concerns regarding higher education through parody, which can – at times – hide 
rhetoric in plain sight. Like the painting Phantom Landscape III, I am painting an image of 
an idyllic university system, one that upon closer inspection shows a message that turns the 
image into an ugly and laughable representation. 
 Yet, it’s not only about a satirist’s voice, because where there is an act of dissension, 
there will be an audience. 
 
Satire, audience, and topical relevance 
 Returning to Phiddian, ‘satires require that audience members imagine a shaping 
intention’.115 The fact that satire ‘requires’ an audience to imagine the purpose of the satirist 
shows that engagement between the satirist and the audience is imperative. This – coupled 
with the fact that satiric purpose is often a call for change, or an act of dissent – implies that 
the stakes of a satire are quite high In this situation I disagree with Phiddian who states that 
satire ‘has no necessary logical link with ethics or truth’, 116 especially when Phiddian is 
quoted as saying that satire evokes ‘an emotion or intellectual reaction’.117 These reactions 
must have some resemblance of, or grounding in, truth – or at least a perception of truth. 
This section will discuss how the satire can potentially speak to an audience in order 
to encourage change, and how a work of satire can reach out to a wide readership despite 
having a satiric purpose that is specific to a small portion of the public. A discussion of 
 
114 Comment card, I Object exhibition. 
115 Phiddian, pp. 48-49. 
116 Ibid., p. 54. 
117 Ibid., p. 44. 
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contemporary broadcast satire will denote how a work of fiction can in fact lead a call to 
action. Then I will provide a survey of campus fiction, with a view to understanding how the 
genre interacts with readers that are from sectors outside of academia. Then I will talk about 
how these examples influenced my novel. 
There is a small problem with satire. Despite the satiric purpose being underpinned 
with a call to action, it won’t necessarily change the world. Sometimes it does, but usually it 
doesn’t. Therefore, a better question may be, why do some satires induce change when others 
do not? 
The answer to this question may not lie in the mode of rhetoric, but in the time in 
which the rhetoric is being disseminated. Canadian television critic, John Doyle, stated that 
‘there are specific periods when satire is necessary. We’ve entered one of those times’.118 
Doyle’s statement is especially evident when we look at the works of satire in broadcast and 
digital media that have created a shift in public opinion. For example, it has been said that the 
actor Chevy Chase’s parodic portrayal of President Ford on the television programme 
Saturday Night Live from 1975 to 1977, along with Ford’s own presence on the show, had a 
hand at Ford’s public perception as a klutz and eventual loss of an election.119 Whereas, in 
the 2008 US presidential election, John McCain was ahead in the polls and many suggested 
that McCain would win the election against Barack Obama. Then McCain announced his 
running mate, Sarah Palin. While one can hope that Palin would have not been electable 
despite any satiric interference, there is an argument that Tina Fey’s portrayal of Palin on 
 
118 John Doyle, ‘Ours is a very satire-friendly age’, The Globe and Mail, 21 November 2006 [updated 27 March 
2017], <https://www.theglobeandmail.com/arts/ours-is-a-very-satire-friendly-age/article1329571/> [last 
accessed 6 November 2018]. 
119 Kathryn Cramer Brownell, ‘The Saturday Night Live Episode That Changed American Politics’, Time, 15 
April 2016 <http://time.com/4292027/gerald-ford-saturday-night-live/> [last accessed 6 November 2018]. 
Mark Leibovich, ‘Chevy Chase as the Klutz in Chief, and a President Who Was in on the Joke’, The New 
York Times, 29 December 2006 <http://www.nytimes.com/2006/12/29/washington/29chevy.html> [last 
accessed 6 November 2018]. 
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Saturday Night Live120 helped push McCain down the polls.121 In fact, The Daily Show’s 
former host, Jon Stewart, built a career out of using satire and parody to actively sway public 
opinion, even winning a Peabody Award for his series on the 2000 election entitled The Daily 
Show with Jon Stewart: Indecision 2000. 
It should also be noted that Chevy Chase’s portrayal of Ford and Tina Fey’s imitation 
of Sara Palin are not satires in and of themselves. They are parodies, which are aggrandised 
mimicking of a person. Furthermore, in the case of Tina Fey, her skit was mimicry. However, 
due to the fact they often brandish political themes, the overtones of Saturday Night Live are 
satiric. This is particularly evident in the long running ‘Weekend Update’ segment of the 
show, which openly mocks politics and current trends, and thus implying satiric purpose that 
raises awareness of unjust issues in society. 
The success of ‘Weekend Update’ not only launched the careers of many who would 
go on to use media as a platform to highlight political causes, it also opened the door for 
similar television programmes. The popularity of US parody news shows, such as The Daily 
Show with Trevor Noah (Comedy Central, 2015-), Full Frontal with Samantha Bee (TBS, 
2016-), and Last Week Tonight with John Oliver (HBO, 2014-), have pushed other late night 
US television hosts, who had previously taken a neutral tone in politics, to start opening with 
political monologues.122 These late night hosts, through satire and parody, have had a hand in 
 
120 During the 2008 election, Fey appeared as Palin on 13 and 27 September, 18 October, and 1 November 2008. 
On the 18 October episode, Palin appeared alongside Fey. 
121 Joe Queenan, ‘How satire changed the course of history’, The Guardian, (4 November 2008) 
<https://www.theguardian.com/commentisfree/2008/nov/04/uselections2008-comedy> [last accessed 6 
November 2018]. 
122 The ludicrous nature of the current political news cycle, a call to activism by the comedians who host late 
night talk shows, and an already existing interest in discussing politics should not be dismissed when 
understanding why comedians such as Jimmy Kimmel (Jimmy Kemmel Live!, ABC Network, 2013-), Seth 
Meyers (Late Night with Seth Meyers, NBC Network, 2014-), and Stephen Colbert (The Late Show, CBS 
Network, 2014) open their talk shows with a political monologue. The popularity of parody news has 
increased and is reflected in the ratings of shows featuring Samantha Bee (Full Frontal, TBS, 2016-), John 
Oliver (Last Week Tonight, HBO, 2014-), and Trevor Noah (The Daily Show, Comedy Central, 2015-). Jim 
Rutenberg in the New York Times discusses this change in course for US late night television, ‘So late-
night comedy has moved further away from the old broadcast network imperatives — safe, not offensive 
— to seek broader audiences of all political persuasions.’ 
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changing public opinion. For example, a Last Week Tonight with John Oliver episode, which 
aired on 1 June 2014, featured the broadcast version of a long form essay on the dangers of 
eradicating net neutrality, and it was a combination of satire, news parody, and journalistic 
reporting. It also had a direct call to action, in that Oliver asked the public to contact the US 
Federal Communications Commission website to leave a message about ‘cable company 
fuckery’. So many people contacted the FCC, their website crashed. In 2014, John Oliver’s 
reporting cum news parody helped keep legislation from being passed that would eliminate 
net neutrality. In this instance, satire did change the world.123 
John Oliver, like Jon Stewart, has won a Peabody Award, an honour that used to be 
reserved for journalists. Yet, both Oliver and Stewart124 heartedly deny being journalists. 
When asked about his success in swaying public opinion, Jon Oliver stated, ‘I’m doing the 
job of a comedian. So, I make jokes about the news.’  But when countered with the argument 
that he had ‘more credibility than most journalists here in the United States and, I would say, 
in many other countries’, Oliver replied, ‘That is more an insult to the current state of 
journalism than it is a compliment for the state of comedy.’125 
This thin line between journalism and satire is exactly what creates the satire. 
Cartoonist Garry Trudeau argues that, ‘Satire is a form of social control, it’s what you do. It’s 
not personal. It’s a job.’126 Both a journalist and a satirist have a message, but where the 
 
Jim Rutenberg, ‘Colbert, Kimmel and the Politics of Late Night’, The New York Times (24 September 2014) 
<https://www.nytimes.com/2017/09/24/business/colbert-kimmel-and-the-politics-of-late-night.html> [last 
accessed 6 November 2018]. 
123 Unfortunately for residents of the United States, in 2017 net neutrality was eradicated through legislation 
despite cries from the public and an additional episode on Last Week Tonight with John Oliver entitled 
‘Net Neutrality 2’, which aired on 7 May 2017. 
124 Duncan Robinson, ‘Come clean, Jon Stewart: you're an activist, journalist and a comedian', The New 
Stateman (24 June 2011) <https://www.newstatesman.com/blogs/star-spangled-staggers/2011/06/stewart-
daily-comedian-comedy> [last accessed 6 November 2018]. 
125 ‘One to One with John Oliver’, Fusion TV <https://fusion.tv/video/133150/john-oliver-to-jorge-ramos-ive-
fallen-in-love-with-america/> [accessed 10 February 2018]. 
126 Ed Pilkington, ‘Garry Trudeau: “Doonesbury quickly became a cause of trouble”’, The Guardian, The US 
Edition (25 October 2010) < https://www.theguardian.com/books/2010/oct/26/garry-trudeau-doonesbury-
40> [last accessed 6 November 2018]. 
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journalist’s message is clear and (theoretically) unbiased, the satirist is allowed to distort and 
to have an agenda – or a purpose.  
Furthermore, perhaps, certain eras are more prone to seeking certain agendas, which 
is why we see an uptick in satire during times of political strife. People are searching for their 
message, or their purpose, reported in a bias manner. They don’t want to see the balance of 
journalism, or the drama of conflict, they want their message handed to them in a bottle. A 
funny bottle. 
Returning to John Doyle’s statement, ‘there are specific periods when satire is 
necessary. We’ve entered one of those times’, satire, like political activism, is about 
activating a tribe. And, there are times in which those tribes are more susceptible to the 
message. Perhaps now is the time for satire, but is it the right time for my satire? The 2017 
Edinburgh Festival Fringe had a number of events that in some way mocked, parodied, or 
satirised Trump. Whereas, the 2018 Festival line-up included several shows that parodied or 
mocked Brexit to satiric effect. These performances were no longer than an hour, and most 
likely developed in less than a year, which indicates the need for speedy production when 
developing satire.127 This timeliness is well suited to digital and broadcast media, as well as 
short experimental performances such as those found at the Edinburgh Festival Fringe. 
My novel is over 1100 pages and took over three years to write. One of the biggest 
concerns I had when working on the novel was relevance. If Festival satires become stale 
within a year, how could I know if my satiric purpose would still be significant by the time it 
was completed, let alone published? How could I ensure that my call to action would not 
become immaterial? To answer this question, I took inspiration from one of the genres 
included in the novel, campus fiction. 
 
127 It could also easily be argued that some satirical topics burn out quickly, no matter how much they dominate 
the news cycle, and it could be argued that by the end of August 2017 Edinburgh was growing weary of 
mockery in orange. 
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The genre code of campus fiction is that it is set on a campus, and the main characters 
and plot are involved in some form of education (school, college, university, etc.). Yet, 
campus fiction is known for including satire, with some works of campus fiction being more 
relevant to the time period, while others include satiric purposes that are directed towards 
universal questions of humanity. By looking at a brief survey of the genre of campus fiction, 
I should be able to see how other authors used the conventions of the genre to perpetuate their 
satirical purposes in a timeless manner. Then I will discuss how I drew on this for my own 
novel. 
Mary McCarthy’s 1952 novel, The Groves of Academe, is set at the fictitious Jocelyn 
College in America, and follows the story of a literature tutor, Henry Mulcahy, after his 
teaching appointment had been unrenewed. He plays petty tricks on the President of the 
College, as he believes his termination is wrongful. The Groves of Academe is often 
considered the first work of ‘academic fiction’. A New York Times review of the novel from 
the year of its publication noted the text’s parody of the affluent student: 
[…] the tuition is high, the student body handpicked and heterogeneous, the 
faculty made up - at a ratio of one instructor to every seven students - of 
‘migrants from the centers of progressive orthodoxy,’ a loosely knit company in 
whom the spirit of free inquiry is rife.128 
 
The themes in McCarthy’s novel could be transplanted into a contemporary text, the 
privileged student versus the wronged professor. It has, in fact, become a trope – the student 
who feels he is entitled as the lecturer works for pittance. The student narrative is not only 
found in campus fiction but is also a part of the news cycle, with articles focusing on 
universities who lack cash but still manage to build waterparks for their entitled co-eds.129 
 
128 Alice Morris, ‘When Suspicion Fell on the Impossible Mulcahy’, The New York Times (archive) (24 
February 1952) <https://www.nytimes.com/books/00/03/26/specials/mccarthy-groves.html> [last accessed 
6 November 2018]. 
129 James V. Koch, ‘No College Kid Needs a Water Park to Study’, The New York Times (9 January 2018 ) < 
https://www.nytimes.com/2018/01/09/opinion/trustees-tuition-lazy-rivers.html> [last accessed 6 
November 2018]. 
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Despite McCarthy’s novel being set over half a century ago, the themes are still relevant – 
perceptions of the haves and the have-nots. 
Eric Linklater’s 1929 novel White-Maa’s Saga is the story of a medical student at a 
fictitious university in the north of Scotland. Unlike McCarthy, the work focuses on the 
students of the University, not the faculty; however, other similarities persist between the 
texts, most notably the ‘loosely knit company in whom the spirit of free inquiry is rife’.130 
Both books feature the idealistic student, wishing for more time to philosophise about the 
world’s great possibilities, but the characters in Linklater’s novel have survived the Great 
War. Set not long after the fighting had ended, the university students in White-Maa’s Saga 
are grateful for their lazy days and their pursuits of knowledge, yet despite its quiet tone the 
entire novel is overshadowed with the recent past. Three years later Linklater’s Juan in 
America (1931) was published. This novel follows a young British student during his exploits 
at an Ivy League university in the United States. Amongst other things, this work lampoons 
the freewheeling lifestyle of the American student – sneaking alcohol despite prohibition, 
football games, frat parties, and snogging in the library.  
The indolent student in both Linklater and McCarthy’s texts can be traced back to 
Thomas Hughes’ Tom Brown at Oxford (1861), making the lazy student a trope (or genre 
code) that becomes repeated in campus novels, including Kingsley Amis’ Lucky Jim (1954) 
and David Lodge’s novel Changing Places (1975). 
Thomas Hughes’ Tom Brown at Oxford is a sequel to his Tom Brown’s School Days. 
In the later novel, young master Brown has grown-up and is studying at Oxford. The work, 
while fictitious, is based on the author’s own experiences at the university, with 
autobiographical occurrences parodied for comedic effect. 
 
130 Morris. 
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One of the most well-known works of campus fiction is Lucky Jim, which is an overly 
masculine version131 of 1950s higher education in England. It focuses on a troubled lecturer 
of medieval studies, who becomes entangled with a group of individuals who, like himself, 
have fallen into higher education. When campus fiction is discussed, inevitably Lucky Jim 
will be included. Its popularity with both critics and those in academia have helped not only 
raise the status of this particular novel, but certain aspects of the novel have become repeated 
in other works of campus fiction: the academic who dislikes his job but is not in a secure 
enough position to leave, senior faculty who are more interested in the social aspect of their 
posts than pursuing academic knowledge, and colleagues who use politics to move forward. 
However, what is interesting about Lucky Jim is that the fictional trope matches a continuing 
theme in real world academia. Additionally, the themes noted above can easily be translated 
to any form of contemporary employment, which perhaps is why the novel continues to be 
read. 
Moving towards the end of the twentieth century, David Lodge’s campus novels, like 
Lucky Jim, found popularity outside of academia. Changing Places is similar to Linklater’s 
Juan in America, in that it compares the ills of teaching at a University in America with the 
problems of working at an English institution. It is the story of British Professor Swallow and 
the American Professor Zapp. They exchange lives to discover that academia is rife with 
political drama no matter where one is stationed. The humour in Changing Places is reliant 
on clichés about the relaxed American culture versus the cold and the detached British 
educational system. However, this text’s discussion of educational differences across the 
 
131 While the protagonist of Lucky Jim provides an image of the downtrodden man, he still represents hyper 
masculinity. Many contemporary men and male academics have claimed to identify with the protagonist 
Jim Dixon, including the repressible Boris Johnson, a man who has built a career out of playing the 
bumbling version of toxic masculinity. Boris Johnson discusses Jim Dixon in an interview with Sebastian 
Faulks. 
‘Boris Johnson discusses Jim Dixon from Lucky Jim’, Faulks on Fiction, BBC 2, (28 January 2011) 
<https://www.bbc.co.uk/programmes/p00dm1s8> [last accessed 6 November 2018]. 
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Atlantic mask a more substantial debate – marriage, commitment, and sex. In fact, much of 
David Lodge’s career as a novelist is based on his humorous depictions of the university 
system as a way to discuss bigger issues, such as the Catholic church, gender politics, the 
disillusionment of innocence, and the death of a loved one. His most recent novel, Deaf 
Sentence (2008), tells the story of a retired linguistics professor who is going deaf, which 
takes place mostly off campus. However, because the protagonist is a faculty member – and 
this protagonist references his place in academia – it remains a work of campus fiction. 
Numerous works of academic fiction follow this pattern: pairing a campus setting 
with scholarly characters, and applying a mocking tone to satirise students, staff, and the 
institutions as a whole. Navel-gazing, self-indulgent research, and petty politics are a 
mainstay of campus fiction. Yet, dig beneath the pot shots at crusty professors and lascivious 
post docs, and you will find a deeper discussion. For example, the larger themes of Amis’ 
Lucky Jim are self-doubt and self-fulfilling prophecies, and McCarthy’s The Groves of 
Academe focuses on the petty politics of human interaction. This is how these novels remain 
of interest well beyond their sell by date. They touch on bigger issues that not only plague 
academia, but that also plague humanity. Many of these novels address imbalances of power, 
which is both an emblematic and problematic aspect of higher education.  
Higher education is innately structured around a hierarchy, one in which those at the 
top teach those at the bottom, until those at the bottom acquire enough skill to rise to the top. 
Yet, this imbalance of power is also paradoxical, as these environments also theoretically 
support a peer system in which research and knowledge is to be shared freely and without 
regard to hierarchy. An example of cross-peer knowledge is especially apparent in two 
separate arenas of higher education: at conferences where a senior academic may be in the 
same panel as an ECR, and in the push for open access publishing. For many works of 
campus fiction, the representation of power struggles in academia is a cover to discuss larger 
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societal imbalances. With the exception of White Maa’s Saga, the novels listed above can be 
reduced to this imbalance (Changing Places addresses the power holds of sex and marriage, 
and Lucky Jim’s power dynamic is between the self and the external), which will speak to 
individuals across generations and careers. Another example of a work of campus fiction 
whose satiric purpose addresses imbalances of power is Erasure; yet Everett’s text breaks 
away from the campus setting. It is the story of an African American academic who is also a 
writer. Those who fear the African American community see him as a threat, while others tell 
him that he is not ‘black enough’. The protagonist writes a novel that mocks perceptions of 
Black authors, which becomes published as a serious work, making him a part of the bigotry 
he despises. Erasure uses an academic protagonist to talk about power in race. 
 Of course, not all works of campus fiction address power imbalances; yet an 
argument can be made that those that attract large readerships outside academia (as is the 
case with David Lodge’s work and Amis’ Lucky Jim) touch on themes that are not limited to 
education. Drawing from this, if I am to keep my novel relevant, it should include a satiric 
purpose about an injustice that may be exacerbated in higher education but that has a larger 
reach.  
It is here that I turn to Julie Schumacher’s Dear Committee Members, as it provides 
insight on how to build a larger discussion about a human nature from smaller details. In her 
novel, she also showcases how to reach a wide audience (if a satire is a call to action by a 
dissident, then that dissident will want to reach as large of a readership as possible). 
Dear Committee Members is the story of one overworked US professor, Jay Fitger, as 
told through a series of emails and recommendation letters, which parodies the onslaught of 
reference requests received by lecturers and professors. The letters of recommendation are for 
students and other faculty members, asking to be nominated for posts, jobs, and funding. The 
protagonist writing the letters is facing departmental cutbacks, forcing him to work in an 
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office that is not fit for purpose. The letters touch on relevant contemporary themes of higher 
education, such as a disproportionate allocation of funds between the humanities and other 
more high-profile departments. Other topics include mental health issues, burn out from 
overwork, precarious employment contracts, departmental politics, and lack lustre and 
entitled students. 
Schumacher lampoons very specific contemporary issues of higher education, ones 
that are not only a part of life for nearly all academics, but are regularly discussed in the 
news, in journal articles, and on educational websites. For example, Professor Fitger is angry 
that he is unable to find funding and work for a bright postgraduate he had been mentoring: 
First, he has endured the intellectual abuse and collective lunacy for which the 
university system is widely known; second, due to administrative snafus and an 
Orwellian effort to quash graduate programs in literature and the arts; and third, I 
wrote him a recommendation to Bentham, and not only did Eleanor deny him 
(you heard, I’m sure, that she’s Director now), she slammed his project.132 
 
This short novel is filled with similar tirades, as a tenured professor loses his sense of 
professional decorum in the face of idiocy. While each of the emails in the book are 
Juvenalian in tone, the entire work comes together with a satiric purpose that seems to argue 
against the overall devaluation of arts and humanities in higher education and the dire 
consequences this can have on faculty, students, and society. 
Yet, one can’t assume that those reading campus fiction are only academics.133 Dear 
Committee Members is able to capture a wide audience by depicting and parodying 
‘administrative snafus’ and ‘Orwellian efforts to quash’ opportunities, which speaks across 
employment sectors. Essentially, one does not have to be in academia to have a bad work 
experience. 
 
132 Julie Schumacher, Dear Committee Members (London: HarperCollins UK/The Friday Project, 2015) p. 73. 
133 As of 13 November 2018, Dear Committee Members ranked #31 in sales on Amazon.com for works of 
epistolary fiction. While Amazon sales figures can easily be contested, it could realistically be argued that 
with that high of a ranking people outside of academia are reading Schumacher’s novel. 
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If The Life and Times of a Doctoral Thesis is to resonate outside of academia, it 
would need a satiric purpose that does not alienate those outside the sector;134 yet I did not 
want to dilute my satiric purpose, which is specific to higher education. To do this I looked to 
Schumacher. She engaged with a larger audience by building upon smaller specific 
occurrences, such as the student who has difficulty finding a job and securing funding for 
further study. This may resonate with a number of people as they see themselves or their 
children struggling to find work that pays a living wage despite being a graduate. She adds to 
this by including other specific instances, until her larger satiric purpose is clear. 
Following on from Schumacher, I approach the issues of higher education in my 
novel in a similar way, by putting together smaller specific instances in order to build a larger 
satiric purpose. Janet is exhausted; she’s insecure about her work; she battles with fighting or 
giving up. This, hopefully, like Dear Committee Members will resonate not just with those in 
academia, but also with the tired, the exhausted, the contemporary office worker who feels 
pushed under the heels of management. These smaller instances are put together, and placed 
next to a failed PhD student, ECRs who cannot find permanent posts, and a seasoned 
academic leaving the field due to burn out. As a whole, it creates a larger satiric purpose, 
which matches that often found in campus fiction – an imbalance of power. 
Returning to Eric Linklater’s White Maa’s Saga, which is a Horatian satire that 
captures the zeitgeist of a post Great War Britain. The protagonist is lackadaisical and takes 
jolly outings with fellow students – some of whom are women students. Yet beneath the 
protagonist’s exterior is a man who is not long from the trenches, and who finds a sharp 
contrast between his own life at university, his family’s rural existence, and the deeply 
 
134 Of course, there are social media trends in The Life and Times of a Doctoral Thesis, with Twitter even 
playing a part in the plot, and I am well aware that these elements will date the work. But, I hope that they 
become dated in the same way a twice-daily newspaper has dated a mid-twentieth century novel. The 
reader will place the work in a time period, but be able to find a satiric purpose that either provides historic 
clues to the era or speaks to the reader throughout the ages. 
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impoverished town that resides outside of the university walls. Linklater’s text, like his other 
novel Juan in America, is deeply rooted in the age in which it was written, despite its larger 
themes. 
Pulling from Linklater, Schumacher, and the campus fiction canon, I wanted my 
novel to be rooted in current history but also ageless. I hoped to address themes of power, 
while also parodying very specific problems within higher education. Returning to John 
Doyle’s argument that ‘there are specific periods when satire is necessary. We’ve entered one 
of those times.’ We are in a time in which satire can make a difference; John Oliver, Jon 
Stewart, and Tina Fey are satirists enacting change. This was my inspiration when I wrote out 
my satiric purpose. I wanted to seize the moment so that my satire could be a call for change 
now, as well as a discussion that transcends time. 
 
Creating satiric purpose 
When I started the PhD, I drew up a list of areas in higher education that I felt needed 
addressing. When doing this I discovered that one key issue dominated my list – the 
marginalisation of minority groups, which is being exacerbated by a move towards a 
commercialised version of higher education system. My satiric purpose argues that the 
hierarchal class system upon which the university sector is founded is creating barriers to 
access, which are tipping the system’s power dynamic in favour of those who are already in a 
place of privilege. Issues that contribute to this are the difficulty students from poorer post-
codes have in accessing higher education, a lack of security in the academic job market, the 
commercialisation of the sector, competition for grant funding (which can cause unnecessary 
clashes between colleges and faculty members), a lack of resources due to funding being 
channelled into more senior administrative posts, complicated and unwarranted public policy, 
the university system’s commodification of international students, the Home Office’s ‘hostile 
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environment’ policy, and the ‘foot of the master’ style of examination and progression found 
in both undergraduate and postgraduate programmes. 
 These things could be easily parodied, providing an almost Juvenalian tone to the 
novel. I have not only witnessed these issues personally, but they are also being recorded in 
blogs, journals, and in supplements like the Times Higher Education. One of my best 
resources for this project was a secret Facebook group for women academics,135 which 
provided a place to share personal stories of sexual harassment and assault, minority 
discrimination, and workplace burn out. This community supported one another and was a 
place for academic women to ‘vent’ or ask for advice. In the group, the women also share 
research, give each other tips on how to get an academic post, provide information regarding 
unionisation, and trade methods for acquiring grant funding. This secret online forum136 
provided me with a strong understanding of university life from multiple points of view: that 
of the seasoned professor, the ECR who has a gap in employment due to maternity leave, and 
the BAME PhD’s student working on her thesis. I set out to collect the injustices they talked 
about online,137 so that I could approach my work with the eye of a socialist or ethnographer. 
I wanted my description of university life and the purpose of my satire to be accurate because 
 
135 As the group is secret, I do not feel comfortable providing a name. It is a place where women feel safe, and I 
do not want to risk their anonymity by including its official title in this thesis. Furthermore, as the site is 
set to ‘secret’ it should not be searchable. 
136 An interesting twist on this real forum is the creation of the Faculty Lounge in the novel. I created the 
Faculty Lounge well before I joined the secret Facebook group. In fact, the idea for the Faculty Lounge 
came from a conversation I had with Professor Gerard De Groot, at the University of St Andrews. After he 
gave a keynote at the Historical Perspectives conference in June 2015 about the changes in perceptions of 
students and academic life, I asked if he would sit down with me and informally expand on his speech. 
(Conversation held on 11 June 2015 in St Andrews) As Professor De Groot was nearing retirement, he was 
able to provide me with insight into how academia had changed during his career. As a Professor of 
contemporary history, he balanced his personal experience of higher education with historic narrative. He 
talked about the increased workloads and the effects of the REF. He spoke kindly of his students, 
empathising with the pressures many now face. He gave me a strong grounding for the novel, and he also 
provided me with the idea for the Faculty Lounge. He noted that one change in academia that he had 
noticed was the erasure of the faculty room. He argued that it had once been a place for teaching and 
research staff to gather. He then suggested that perhaps the reason why school teachers were better 
unionised than university faculty was because school teachers still had a faculty room; whereas, those in 
higher education had become more isolated and were less likely to unionise. (This was before the USS 
strikes of 2018 and 2020.) From this chat, I came up with the idea of the Faculty Lounge as it is used in the 
novel. 
137 A list of several of the resources I used to support my satiric purpose is included in Appendix Two. 
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one person’s social injustice is another’s political cause, and it is possible for neither to be 
based on fact.  
Because satire is – or appears to be – based on fact (even if that fact is distorted), and 
because it has an emotional pull on its audience and calls them to action, satire can be 
dangerous. It can lead people to do harmful things in its name.138 The Charlie Hebdo 
shootings in 2015 call attention to that point. 
I wanted to approach satire from an ethical point of view, and to understand how to do 
this I turned to works of satire that were made by those whose political leaning did not match 
my own. I looked at a 1913 postcard parodying the force-feeding of women suffragettes on 
hunger strike by depicting them as babies139, and the work of Glenn McCoy who is a 
conservative political cartoonist. He worked for The Belleville News-Democrat, and his 
cartoons were distributed by Universal Press Syndicate and appeared in newspapers across 
the United States. His cartoons, in the time running up to the 2016 US presidential election, 
took a particular stab at Hillary Clinton and portrayed her as an underhanded corporate shrill 
and potential dictator who bought her campaign supporters. He also frequently represented 
President Obama as a terrorist sympathiser and called for his impeachment. 140 I personally 
find the message behind McCoy’s cartoons repugnant as they praise vitriolic ideology based 
 
138 See Appendix One for a discussion of satire being misinterpreted or misused. 
139 Postcard satirising the militant votes for women campaign (London: London Museum of Art, 1913) 
<http://www.museumoflondonprints.com/image/813955/unknown-postcard-satirising-the-militant-votes-
for-women-campaign-1913> [last accessed 7 November 2018]. 
140 I started working on this section of the thesis in 2015/2016. McCoy has since removed a number of cartoons 
from his website,* but a quick Image Google search currently shows that others have saved his Hillary 
Clinton cartoons to other sites across the internet. The newspaper that employed McCoy, The Belleville 
News-Democrat, stated in May 2018 that he would no longer be drawing political cartoons for them. The 
newspaper cites ‘budgetary concerns’ and a change in society: ‘Political discourse is no longer a battle of 
ideas, but is now filled with personal attacks. Those attacks too often progress beyond character 
assassination to actual threats to livelihood and people.’** I believe The Belleville News-Democrat is 
noting that a lack of ethical discourse in satire can be dangerous, and this is the topic stated above in my 
thesis. 
*Glen McCoy, <http://glennmccoy.com/> [last accessed 7 November 2018]. 
**The BND Editorial Board, ‘Farewell, Glenn McCoy. Editorial cartoons rarely saw a sharper pencil’, The 
Belleville News-Democrat (May 21, 2018) 
<https://www.bnd.com/opinion/editorials/article211257414.html#storylink=cpy> [last accessed 7 
November 2018]. 
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on unfounded conspiracy theories; yet my distain for the cartoonist is not the reason I am 
citing his work. The work of the satirist is to illustrate an opinion. With the inherent purpose 
of satire being to mock or destroy, this self-indulgent form of art can have precarious 
ramifications. The Charlie Hebdo shootings show that misunderstanding of, or even an 
aversion to, specific satires can incite terror and death. Satire is one of the most dangerous 
psychological weapons we as humans own, and I wanted to ensure I applied mine ethically. 
The first step to this was research, which is why it was key that I approached my satiric 
purpose from a point other than my own experience. 
 The topics listed in the first paragraph of this section were first researched and then 
parodied, so that when placed together they created a larger satiric purpose that was more 
about the human condition – one that reached across sectors, but was still inherently focused 
on education. The following section will discuss how I came to this satiric purpose. It will 
start by stating that purpose, then it will address the process I followed to develop this 
purpose. 
To quote Phiddian, ‘To construe a text as satirical is to construe it as making a 
point’,141 and the point of my satiric purpose is to call attention to the idea that certain 
demographics – such as women, racial minorities, LGBTQ individuals, and the working-class 
– are being discouraged from acquiring an education and/or exchanging ideas and research. 
Exacerbating the problem is that higher education has increasingly embraced the free market 
of neoliberalism over the last several decades.142 This argument was developed from a 
manifesto I drew-up at the beginning of the PhD project. As noted, I knew I wanted the novel 
to address higher education, so I began researching disparities in the sector. What I began to 
notice was that higher education in the United Kingdom has been regressing back into a 
 
141 Phiddian, p. 49. 
142 Much like other texts in the campus fiction canon, my satiric statement could be about addressing ‘power 
dynamics’ and ‘greed’. 
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system that rewards the marginalisation of certain groups. While significant progress is being 
made in diversifying staff and students at universities across the UK, the effect of fee 
increases, funding reductions, policies that reward hyper-competition between academics, 
and an active hostility towards migrants by the Home Office (just to name a few examples 
out of many) are causing many individuals from marginalised backgrounds to leave or never 
enter academia. Furthermore, due to various biases, access to education, knowledge 
exchange, and research can be limited for specific classes, genders, races, and sexual 
orientations. In order to find an overall theme that would tie all of these issues together, 
during the PhD I took down notes, or thoughts, about higher education, which I called my 
‘bullet point manifesto’. The next section will reference this manifesto and will include 
examples of how certain concepts were represented in the novel. 
 
Fashioning a sum from the many and making it funny 
As noted earlier, I wanted to write a novel that parodied certain aspects of higher 
education in order to develop a satiric purpose that was timely, yet spoke of a larger universal 
issue. The satiric purpose of my novel makes a statement about barriers to education that 
excludes minority groups; it also highlights how the lack of a diverse faculty and student base 
(due to the barriers presented to marginalised groups) discourages a free exchange of ideas 
and research, and the satiric purpose denotes how this situation is being exacerbated by socio-
political conservatism’s attempt to push higher education into the free market. The larger 
themes found in this purpose that may speak to wider audiences are power, greed, and the 
subjugation of the masses. 
The topics listed above, however, aren’t particularly funny, and one necessary aspect 
of satire is the comedic, as found in the ridiculousness of parody. Therefore, how could I 
make these injustices funny? 
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In Chapter One, satire and the ridiculous was touched upon, and this is a key 
component to making a satiric purpose palatable through laughter – distorting the cause of 
the injustice (or even the injustice itself) until it is ridiculously grotesque. This idea of 
distorting the unpalatable was originally noted by Aristotle who argued that the ludicrous was 
‘a subdivision of the ugly’.143 Additionally, Megan LeBoeuf in her dissertation ‘The Power of 
Ridicule: An Analysis of Satire’ states that: 
Satire is not an overt statement, and it does not come to an explicit verdict, but 
rather the critiqued behavior deconstructs itself within the satirical work by being 
obviously absurd, most often because it is exaggerated or taken out of its normal 
context.144 
 
This absurdity is showcased through parody. This section will delve deeper into the meaning 
of comedy, discuss satire and comedy as an impetus for laughter, and ask how one makes a 
call to action funny? 
One way to create something funny is to place a grave message in a ludicrous 
environment. The contrast causes laughter. It is an oddity. Alternatively, the comedy can 
come from within the message. For example, if the satirist argues that a political campaign is 
‘ugly’ or ‘ridiculous’, the parody element of the satire can be diminished. For example, Tina 
Fey’s portrayal of Palin on SNL during the 2008 Presidential election raises a lot of questions 
about satire, as Fey did not exaggerate or distort Palin’s speeches or mannerisms for comic 
effect, as is normally the case with parody. Instead, in the SNL sketches, Fey used direct 
quotations and near full sections of Palin’s speeches, along with imitations of Palin’s 
mannerisms. Therefore, the comedic element of the satire did not stem from the 
ridiculousness of parody, but the ridiculousness of Palin herself. Furthermore, Fey’s 
 
143 Aristotle, Poetics, p. 7. 
144 Megan LeBeouf wrote this passage in order to discuss implicitness in satire. However, it must be noted that 
this statement was not included in a peer-review journal, but a Senior Honours Thesis at the University of 
Rhode Island, and it is one of the most accurate and succinct definitions of satire’s implied purpose I have 
come across. 
Megan LeBoeuf, ‘The Power of Ridicule: An Analysis of Satire’ (Undergraduate, University of Rhode 
Island, 2007) p. 3. 
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impressions were still considered to be satire (despite the absence of distortion) due to the 
very fact Fey’s representation appeared on a satiric sketch show. This example supports the 
importance of satiric purpose; without Fey’s purpose of ridicule, the replications of Palin’s 
actions and words would not have been classified as satiric. Additionally, it was Palin’s 
message – as directed to an audience that was not a part of Palin’s normal community – that 
rendered the comedic effect, because that audience found Palin (even when replicated by 
Fey) to be ugly and ludicrous. 
In The Life and Times of a Doctoral Thesis, I place the grave next to the silly, the ugly 
next to the ludicrous. Like Fey mimicking Palin, sometimes I replicate the idiocies and 
frustrations (or the ugly) of higher education without aggrandising them, but – because the 
reader knows the work is satiric (either because of the label or because of the parody included 
elsewhere) – the reader finds humour in a situation that mimics reality. 
I also put the dark and the light together through parody: the over worked university 
staff in a sector facing increasing budget cuts (the grave) is portrayed through three over-the-
top administrative assistants (the ludicrous). And, sometimes I use the gruesome and the silly 
as one entity in order to highlight a grave message: the precarious teaching contracts that 
keep ECRs in poverty (the grave) is represented by a teaching assistant who will kill to 
acquire a job (the silly and the gruesome). 
 With this in mind, it is important to note that what is considered ugly is part of the 
satirist’s opinion, and it is this opinion that not only creates the satire but defines it. Charles 
Knight states: 
[…] the satirist is a skeptical and bemused observer […] he may be a trickster, an 
agent as well as an observer, proclaiming truths disguised as lies and directing the 
action to bring about the ends he has proclaimed [...] these tricks may engage the 
ironies of reader or view involvement. The satirist is on one hand the dispassionate 
observer of humanity and, on the other, the irate attacker of particular individuals. 
His mode of both observation and attack is representation.145  
 
145 Knight, The Literature of Satire, p. 3. 
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What Knight is suggesting is that someone may not see the satire in my novel. The satire, and 
what is ugly in the world, is as much about the author’s interpretation of social and/or 
political histories, as it is the reader’s understanding of it. 
 
Understanding satiric purpose 
This chapter has highlighted the components of a satiric purpose. Satiric purpose is 
central to the satire, and it is based on the satirist’s opinion of a major social or political issue. 
The satirist should act ethically by researching the topic and not supporting false claims; yet 
not all satirists approach their work honourably. A satire is composed of smaller parodic parts 
that may lampoon specific individuals or concepts, which help to showcase a larger satiric 
purpose. Many satiric purposes deal with larger universal themes, which help the message 
reach a wider audience and remain relevant even after the parodic elements no longer are. 
The satiric message is often regarding issues of a serious nature, and when these are placed 
out of context the work becomes comical. But what happens when the ridiculous is placed 
next to a genre not known for delving into the comedic, such as crime fiction? 
 Chapter Three will discuss how my novel was developed and structured to 
accommodate for two genres: one that requires a juxtaposition of severity and silliness 
(campus fiction) and one that shuns such a situation (crime fiction). 
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CHAPTER THREE 
Structuring the Novel 
 
When I began planning the thesis project, I posed the question, what happens when 
two genres – one that typically possess a satirical element and one that does not – rests next 
to each other in a single text? Will the satiric be recognised? Will the parody be eaten by the 
generic codes? Will the satirist still be a dissident?  
In order to test this, I placed two distinctly different genres into a single text: crime 
fiction and campus fiction. By understanding the classification codes of the genres and 
world-building techniques that are specific to crime fiction and campus fiction, I ensured that 
the two genres remained separate, while still acting as a single text.  
This chapter will briefly discuss the importance of world building and how specific 
classification codes of crime fiction and campus fiction are a part of that world building 
process. It will investigate the tropes of the genres and the world building techniques used to 
create verisimilitude. It will also discuss how eliminating certain codes of classification can 
disrupt the genre, while new codes may help to enhance the genre. Additionally, I will 
investigate the roles parody and satire play in the genres (or don’t play). Throughout, I will 
discuss how these ideas are not only relevant to the building of The Life and Times of a 
Doctoral Thesis, but the process that went into incorporating these concepts in the structure 
of the novel, so that my research questions could best be answered. This chapter only briefly 
discusses the critical concepts behind the creation of the novel, with Chapters One and Two 
having more fully explained the theory that supports the PhD project. 
 This first section of the chapter will begin by discussing the rules of the genre. 
Initially, I will look at campus fiction then move to a discussion of crime fiction. Next, I will 
investigate how these codes are applied to works that have inspired the writing of my novel 
and the experimental process of the thesis, and I will also ask what happens when not all 
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elements of the genre are incorporated? I will look at how parody and satire are often 
employed in campus fiction, and I will ask what happens when parody and satire are included 
in crime fiction. 
 
The campus and crime fiction genre codes 
Genres are made up of classification codes, which help the reader define (or classify) 
the text. The rules of campus fiction are relatively simple. As noted in Chapter One, campus 
fiction involves some sort of parodying of the academic or educational system, which acts as 
its classification code.146 What I find interesting about campus fiction is that – while the 
satiric purpose may differ – the delivery of that satiric purpose (the parody of academics) is 
what often defines it as a genre. 
For a moment, let us consider why campus fiction – often written by academics – is a 
conduit for parody and satire. Gilbert Highet in The Anatomy of Satire (1962) states that ‘A 
noticeably large number of satirists have been impelled by a rankling sense of personal 
inferiority, of a social injustice, of exclusion from a privileged group.’147 Compare that with 
Elaine Showalter’s statement in Faculty Towers: The Academic Novel and Its Discontents 
(2005) that ‘Perhaps we professors turn to satire because academic life has so much pain, so 
many lives wasted or destroyed.’148 It seems that being an academic and a satirist may go 
hand in hand; I can’t think of any other institution that produces more individuals who feel 
‘impelled by a rankling sense of personal inferiority, of a social injustice, of exclusion from a 
 
146 Campus fiction is a peculiar genre in that the parodying of the academic system, academics, or campus life 
has become so commonplace that it could be considered a classification code of the genre. Yet, to state that 
all works of campus fiction include parody is to argue that all works of campus fiction are funny, and (the 
subjectivity of funny aside) this may not be the case. A work set on a campus, or includes a protagonist 
that is an academic or a student, but is not parodic could be considered a work of campus fiction. However, 
for the purposes of this thesis, I predominately discuss works of campus fiction that include some form of 
parody. 
147 Gilbert Highet, Anatomy of Satire (Princeton, NJ, USA: Princeton University Press, 1962) p. 240. 
148 Elaine Showalter, Faculty Towers: The Academic Novel and Its Discontents (Oxford: Oxford University 
Press, 2005) p. 3. 
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privileged group’ than academia. 
Again, it was Aristotle who stated, ‘the Ludicrous being merely a subdivision of the 
ugly’,149 and thus indicating that satire and parody are reliant on pain for laughter. The 
parody of a campus novel may be used to highlight a satiric purpose, and sometimes this 
satiric message is obvious, other times it is not. For example, Susanna Ho’s Who’s that Ant? 
Whose Dead End? (2016) uses an anthropomorphised ant colony to represent a campus, and 
the work investigates the evolution of the academy with debates about education in the far 
past, the recent past, and in the present. The novel discusses the global business of the 
University system (international rankings and funding) against a background of education 
and learning throughout history. The satiric message in Ho’s novel overshadows the parody, 
whereas David Lodge’s Changing Places puts the emphasis on the humour of parody, which 
can overshadow the satiric purpose. The parody in Lodge’s work is unmistakable (the UK 
system of education versus the American, the California university in the novel being named 
Euphoric State University), but the socio-political message (or satiric purpose) is not as 
obvious as in Ho’s political text. In Changing Places, the reader has to wade through scenes 
of marital turmoil and sexuality to discover that the parody of education is not related to the 
satiric purpose, and that – actually – the parodic scenes of sexual liberation are what supports 
the satiric purpose. In fact, as discussed in Chapter Two, like a lot of campus fiction, the 
satiric message of Changing Places is not about academia, it is about sex and marriage (as 
seen through the heterosexual male gaze). Yet, this message is not overt, and the novel ends 
with the two professors unable to decide whether or not to stay in their new homes/lives or go 
back to their original countries.150 It’s not until the sequel, Small World: An Academic 
 
149 Aristotle, Poetics, p. 7. 
150 Through the character of Mary Makepeace, Changing Places has a potential for a gripping political message. 
In the novel, Makepeace came to Britain to acquire an abortion, as it was not legal in America. Yet, she 
becomes a weak trope of the virgin whore – an innocent but sexualised woman who must live with the 
consequences of her actions. Her story is only through the eyes of the self-involved male character, 
reducing her story to a plot device. 
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Romance, that we realise they went home.  
This is in contrast to Lodge’s novel Nice Work (1988), which – through the narrative 
framework of academia versus industrial employment – has a satiric message about class 
barriers and perceptions of work in Britain. Using a narrative based on compare and contrast, 
Nice Work parallels the lives of a temporary academic and a middle manager at an 
engineering firm. 
 The strengths of Nice Work and Changing Places lie in their almost ethnographic 
comparisons of two worlds. Looking to Lodge, I found inspiration in his use of higher 
education to discuss socio-political elements in an almost anthropological manner, as he did 
with Changing Places. Lodge’s talent for applying parody, with all of its ridiculousness, 
while still engaging with a realistic view of cultural differences was also an inspiration. 
Additionally, Lodge’s Nice Work provided me with a model for discussing class perceptions 
of employment in Britain. He deemed neither the private sector employee nor the academic 
as good or bad characters, and showed how the two lives were more similar than one would 
expect. He pointed out the benefits and the negativities of each life. In my own novel, I 
attempted to treat the characters of Ryan and Nate in a similar manner. Neither one was all 
good or all bad, both being seriously flawed yet relatable. Their worlds were both very 
similar yet different enough to create a chasm between them. Also, as seen in Nice Work, 
Lodge’s use of dual characters who represent two seemingly different industries – but who 
find themselves in similarly precarious employment situations – was a starting point for the 
characters Eileen and Paige: one middle-class and one working-class, both finding that 
ruthlessness was the answer when securing a graduate career in a gig economy. 
Returning to Susanna Ho, I found inspiration in her writing, as she investigated 
contemporary higher education through a broader historic context. Having met Ho at the 
Annual Great Writing Conference in 2016, her was work part of the impetus for addressing 
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the development of education from the ancient to the present in The Life and Times of a 
Doctoral Thesis. I represent this development by including narratives of the ancient past and 
present, as well as providing historic background to higher education in the UK. Therefore, 
even the parts of the novel that take place in the past are aspects of the campus fiction. 
 Yet, campus fiction is not the only genre incorporated into my novel, with crime 
fiction being the other genre. Unlike campus fiction, the classification codes for crime fiction 
rarely involve parody or satire. Crime fiction is a genre in which a crime is committed, there 
is a mystery to be solved, and the perpetrator of the crime is being pursued in order to bring 
him/her to justice; additionally, a sinister element should be included. The next few pages 
will look at these codes more closely in order to later discuss how they were used in The Life 
and Times of a Doctoral Thesis. 
The definition of crime fiction (or the classification codes that are used in the genre) 
has been debated. Heather Worthington in Key Concepts in Crime Fiction (2011) suggests 
that ‘the popular concept of crime fiction is a narrative that features a crime, a criminal, a 
victim and a detective’151 is not always appropriate, as there may be a work of crime fiction 
that does not include a detective. She also states that ‘The apparently simplest description — 
a narrative which features a crime — seems rather to complicate than to simplify the task of 
definition.’ 152 Worthington wanted a definition that would allow her to reject ‘the biblical 
stories or the classics or folk and fairy tales or indeed the works of Chaucer and the plays of 
Shakespeare, where the crime is of secondary interest […].’153 This is a valid point, as a 
number of critics do indeed consider biblical stories as works of crime fiction – pointing to 
Cain and Able as the first.154 After some debate, Worthington decided that crime fiction is 
 
151 Heather Worthington, Key Concepts in Crime Fiction (London, Macmillan International Higher Education, 
2011) p. x. 
152 Ibid., p. xi. 
153 Ibid., p. xi. 
154 Rachel Franks, ‘May I suggest murder? An overview of crime fiction for readers’ advisory services staff’, 
The Australian Library Journal (London: Routledge, Taylor and Francis, 2011) Vol. 60 (2) p. 134. 
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‘all literary material, fiction or fact, that has crime, or the appearances of crime at its centre 
and as its raison d’etre.’155 I believe this is a fine starting point, but what about crimes against 
humanity, or works in which the focus is crime but still do not fit into the genre – Michael 
Myers of the Halloween (1978-2018) films is committing a crime as he takes a chainsaw to a 
bunch of teenagers. Yet the film sits squarely in the horror genre. In this situation, I was 
required to develop my own definition of crime fiction based on reading and critical 
discussions, and for this thesis I can argue that, in order for crime fiction to be recognised as 
such, a crime, a sense of mystery and the sinister, and (in the case of the crime fiction novel) 
the pursuit of a criminal156 must be included. 
The mystery, or puzzle, aspect of the crime fiction genre is incredibly important, as 
there are a number of works of fiction that include deaths, murders, and illegal acts, but 
without the mystery it is not a work of crime fiction. The story need not be a ‘whodunit’, as 
the puzzle can take numerous forms, including one in which the killer has been identified and 
the mystery lies in how/if that killer will be caught.157 
The sinister aspect of crime fiction is debatable, as a number of novels and television 
programmes that are considered to be works of crime fiction have no real sinister overtones. 
An example is Alexander McCall Smith’s No. 1 Lady Detective Agency series (1998-2017). 
While these works can still be called crime fiction, they fit more into the sub-genre of the 
‘cosy’ murder – a category that focuses on the mystery aspect of crime fiction and downplays 
gory or murderous parts of the narrative. The No. 1 Lady Detective Agency series are, at their 
core, works of detective fiction. Not only is ‘detective’ in the title, but in each novel a crime 
 
155 Worthington, p. xi. 
156 The person or people pursuing the criminal could be professional or amateur detectives, or they could be 
other types of people who are solving a mystery. 
157 The pursuit of the criminal is a genre code for crime fiction novels, but it is not necessary for works of short 
crime fiction. This may be because the novel has more space to develop the mystery and can incorporate 
the persecution of the criminal through that mystery; whereas, the short works of crime fiction are limited 
and will often focus more on the crime and less on the mystery. 
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is committed, a mystery is to be solved, and the perpetrator is pursued. However, Botswana is 
portrayed as a lovely destination with little violent crime, and the sinister element of the 
novel is diminished. This makes the reader feel ‘cosy’. It is important to recognise the effect 
the ‘sinister’ has on crime fiction, and as I was keen to replicate the darkly dual Scottish tone 
of certain non-crime-fiction works such as Hogg and Stevenson, as well as the Scottish noir 
authors such as Christopher Brookmyre and Denise Mina. Therefore, by noting how the lack 
of the sinister diminishes the codes of crime fiction, as is the case with McCall Smith, I was 
more conscious of my efforts to create an environment that was foreboding. 
There is another crime fiction classification code – or lack thereof – that is important 
to this project, and that’s the absence of satire and/or parody in crime fiction. Yes, there are 
works of crime fiction that house parody and satire, with Carl Hiassen and Christopher 
Brookmyre coming to mind. But satiric crime fiction is not terribly commonplace. 
Carl Hiaasen is a contemporary American author who mixes absurdity and cultural 
references with detective fiction. His novels are set in Florida and often deal with moral 
bankruptcy, the trappings of contemporary American consumption, and local politics. The 
satiric message seems reminiscent of a Jimmy Buffett song – if, as a society, we slowed 
down and took care of one another we’d be better off. It should be noted that Hiaasen’s work 
is not the type of crime fiction that would be placed in Noir or even employs scenes of 
grizzly murder or violence, as do other works of crime fiction. It could then be argued that, 
like McCall Smith, the emphasis lay less on the crime element of the novels and more on the 
mystery, setting, the message, and the culture.  
Whereas, Christopher Brookmyre uses a noir landscape to invoke the sinister/Gothic 
element of crime fiction, with the Scottish setting adding to the genre, while still employing a 
satiric message. Additionally, unlike Hiassen, some of Brookmyre’s texts, such as 
Pandaemonium (2009), have ventured into the gruesomely ridiculous. Pandaemonium is a 
   R Marsh 77 
novel about a daemon that has been released into Scotland through a military operation gone 
wrong. At its core, the novel questions the place of religion and government in a 
contemporary society and parodies the thriller trope to highlight the satiric purpose. 
Although, it must also be noted that Pandaemonium leans towards thriller,158 and the gallows 
humour in the novel often overshadows any crime fiction element. In fact, both 
Pandaemonium and Bedlam (2013) deviate from Brookmyre’s usual repertoire of reoccurring 
characters who are investigative journalists, detectives, and police officers; thus suggesting 
that in Bedlam and Pandaemonium even Brookmyre questions the viability of placing satire 
and parody (an in some ways parody of the Gothic) inside a work of traditional crime 
fiction.159 This is not to say that Brookmyre’s humour is not a mainstay of all his writing, but 
that the two novels that branch the farthest into parody stray the farthest away from crime 
fiction. 
It has been important to understand the codes of crime fiction and campus fiction, 
because, as I built my novel, I based the various genre narratives on these classification 
codes, and using other works as examples helps to solidify some concepts. 
 
What is world building? 
Understanding the codes of the genre are particularly important when embarking on 
world building, a writing technique that provides a sense of reality to fiction that moves 
through outrageous situations, characters, and settings. This next section will first describe 
 
158 It can be argued that the thriller genre is either a subset of crime fiction or a separate genre, and it is a form of 
fiction with a murder but the emphasis is less on the mystery and more on action, thrill, and – at times – 
horror. Themes often include government plots, spies, conspiracies, and large threats to society. 
159 Bedlam is more of a work of science fiction and philosophical thriller than crime fiction, as it is the story of 
man who has been uploaded into a ‘90s first-person shooter computer game. The novel is heavily laden 
with philosophical and existential questions, it laments neoliberalism, and it addresses authoritarian 
political power. It could be argued that the novel completely moves away from crime fiction, except that 
there is a mystery that needs to be solved; however, despite this underlying puzzle it doesn’t employ 
enough other classification codes known to crime fiction to be labelled as such. I merely use Bedlam as an 
example of a crime writer who, in order to delve into questions such as ‘are we all part of a simulation 
created by a superior race?’ had to break away from the genre of crime fiction. 
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world building, and then discuss the importance this procedure has for both the novelist and 
the satirist. Finally, it will discuss how these aspects were incorporated in my own novel, 
including replications of real world160 situations and inclusions of tropes that are familiar to 
readers of the genres. 
Discussions of world building are often reserved for examinations of science fiction, 
fantasy, and gaming. Mark JP Wolf in Building Imaginary Worlds (2012) discusses world 
building as an expansive experience, one in which a narrative can stretch beyond one form of 
media, so that the one experiencing the world can dive in and out of television, film, and 
books in order to submerse themselves in a world. Wolf uses the Star Trek series as an 
example of this kind of sprawling imaginary universe. George RR Martin also speaks of 
world building in reference to epic fantasy, and recalls Tolkien’s suggestion that fictional 
worlds should be ‘both like and unlike our own, with its own rich history and geography and 
customs, its own beauties and terrors.’161 As The Life and Times of a Doctoral Thesis 
includes murders, a satiric purpose about higher education, a fictional campus based on a real 
world one, and supernatural entities, I had to develop a world that would house all of these 
very different streams, but the world still had to have a shared and rich history, geography, 
and set of cultures. 
Much of world building can be about reader experience, yet I would like to argue that 
it is no less important for the author. World building is an imaginative process by which a 
writer of any genre (not just fantasy or science fiction) constructs the universe in which the 
narrative sits. From the details of a kitchen (is the sink next to the refrigerator, is there food in 
the icebox?) to the societal constraints of the citizens of the universe (allowances for work 
and family, guidance in religion and politics) an author should make an elaborate mental map 
 
160 The use of the phrase ‘real world’ will be in reference to the world outside of fiction (i.e. a world in which 
theses do not come to life). 
161 George R R Martin, ‘Worldbuilding in Seattle’, Not a Blog (LiveJournal, 27 January 2018) 
<https://grrm.livejournal.com/561962.html> [last accessed 8 November 2018]. 
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of the world so that characters and actions can move through it without hindrance. Without 
this mental map there is a danger of creating a story that is not cohesive or may negate the 
reader’s suspension of disbelief. 162 
Wolf argues that there are certain genres that lend themselves to world building 
(science fiction and fantasy) and those that do not. He states that in those in which world 
building is uncommon, ‘the determination of which details and events will appear is 
motivated by whether or not they advance the story, which is given primary importance in 
traditional storytelling.’163 He adds that this is not the case in traditional world building 
narratives. In some ways, this may be true. That in large traditional world building narratives 
such as Star Trek, elements of that world will be incorporated even if not moving the story 
forward. For example, there is a Klingon language in Star Trek and an Elvish language in  
J R R Tolkien’s Middle-earth, but the stories could go forward even if the authors never 
developed these languages.164  
However, despite contemporary discussions of world building focusing on extended 
realms that reach beyond narratives, the lack of extraneous objects and characters do not 
delete the world building exercise from the mind of other novelists. Even if the placement of 
the sink and the fridge never make their way into the novel, the author knows the 
arrangement of the kitchen in their mind so that if the protagonist becomes thirsty, the author 
 
162 Some authors will world map at the start of the writing process, others create the world as they write, and 
some develop the story first then revise the manuscript to create a cohesive world. My process was to do a 
bulk of the world building in the early planning and writing stages, because with such a complicated 
project and multiple narrative streams, I felt my writing process needed that map in place for clarity before 
delving too far into the novel. 
163 Mark J.P. Wolf, Building Imaginary Worlds: The Theory and History of Subcreation (London: Routledge, 
Taylor and Francis, 2014) p. 2. 
164 If I ever have the chance to further develop the world of The Life and Times of a Doctoral Thesis, I would 
like to develop the Mignoisgean and Mydouleigean languages. I have an idea for a language that is not 
written linearly but as a mind map, and it uses characters as a basis for writing instead of phonetics. Its 
conjugations of the words and the spacing of the character on the page determine the grammatical elements 
of the language, which means it can only be a written language. The four symbols on the front of the novel 
are the Mignoisgean words for knowledge, youth, community, and protection to represent those who 
fought in the battle: academics, Ralph and the Creati, the locals, and the police. Each of these symbols is 
placed in a specific part of the page to denote the noun’s placement in a larger timeline of history, with 
youth near spring, and academics near winter. 
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has options for providing that protagonist with a drink. The process may not be as conscious 
as the world builders of multi-media entertainment empires, or dense fantasy trilogies, but 
world building is no less a mental task for all novelists. Furthermore, without clear rules and 
limitations (determined through world building) by which the characters must adhere, their 
actions will seem disingenuous, and the narrative will lose momentum. This is especially true 
for crime fiction and satire. 
The crime fiction novelist must place clues for the readers to follow, and in doing so 
they must create a world in which the clues hide. For a moment, let’s look at Tolkien to 
understand how we can take from one genre and apply to another. Wolf argues that in genres 
that rely on world building (such as fantasy), characters, stories, and spaces are created that 
may not move the overall narrative forward. An example of this is Tolkien’s inclusion of 
several hundred pages about the character Tom Bombadil in the Lord of the Rings (1954), 
which could have been dropped from the story without narrative consequence.165 This is an 
 
165 Bombadil is a widely debated character, with Tolkien fans arguing the necessity of the character, some of 
whom find the mere discussion of dropping Bombadil as sacrilege. Others state that his backstory could be 
limited and he could be reduced to simple actions, saving the Hobbits from Old Man Willow for example. 
Others argue that those scenes altogether could be cut, as they do not add to the larger narrative. Putting 
aside feelings of fidelity to Tolkien’s world, excising Bombadil from Middle-earth is a reasonable line of 
questioning. According to Bradford Lee Eden’s The Hobbit and Tolkien’s Mythology: Essays on Revisions 
and Influences (2014), Bombadil was originally a doll that belonged to the author’s son and was the 
inspiration for a story fragment and then the poem “The Adventures of Tom Bombadil” (1933). When 
Tolkien was still writing The Lord of the Rings as a sequel to the The Hobbit, as opposed to what it would 
eventually become, he placed Bombadil into the narrative. At this stage, The Lord of the Rings was still 
more of a child’s tale, and the story of Bombadil was apt for the overall tone. Yet, over time, The Lord of 
the Rings became far more serious and dark, but he left Bombadil in the work none the less, despite the 
fact its tone was incongruent with the rest of the work, and the character did not greatly affect the 
narrative.* Yes, Bombadil did help Frodo and his friends, but this could have been achieved without the 
long backstory, or it could have been accomplished by another character who was more active in the 
narrative. According to Kristine Larsen, in her chapter ‘Medieval Organism or Modern Feminist Science? 
Bombadil, Elves, and Mother Nature’, when asked about the placement of Bombadil in The Lord of the 
Rings, Tolkien argued that he represented ‘Botany and Zoology (as sciences) and Poetry as opposed to 
Cattle-breeding and Agriculture and practicality.’** What this highlights is that there is a precedent in 
science fiction and fantasy to include pages that are not of direct consequence to the plot, because it helps 
build a world. Furthermore, I have no personal feelings about whether or not Bombadil should exist in The 
Lord of the Rings, what I find far more interesting is how passionate fans of the books are about his place 
in Middle Earth. 
* Bradford Lee Eden, The Hobbit and Tolkien’s Mythology: Essays on Revisions and Influences (Jefferson, 
NC, USA: McFarland, 2014) pp. 244. 
** Kristine Larsen, ‘Medieval Organisms or Modern Feminist Science? Bombadil, Elves, and Mother 
Nature’ Tolkien and Alterity, ed. by Christopher Vaccaro and Yvette Kisor (Palgrave/Macmillan, p. 101. 
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example of a situation in which additional characters and backstory are included for very 
little other purpose than world building (or personal amusement of the author). 
 I would like to compare this to the work of Agatha Christie, who is known for 
creating additional settings and narrative arcs that do not lead to solving the mystery. In The 
Mysterious Affair at Styles (1920),166 the murder takes place in a locked room. We know the 
clue to the murder should be in the room, but Christie gives such a detailed depiction of the 
room – a world she has built – that we cannot see a way to solve the murder through all the 
clutter. In this description there are two images: one is of the room, and the other is of writing 
on a corner of a piece of paper pulled from the ashes of a hearth. In the room, Poirot also 
notices (in order): a round table with a loose top, a small purple despatch-case with a key in 
the lock, a writing-table, several door frames and locks, a ‘minute particle’ from the lock, a 
chest of drawers, a ‘tray with a spirit lamp and a small saucepan’ and ‘a small quantity of a 
dark fluid remained in the saucepan’, an empty cup and saucer, with remnants of cocoa and 
rum in the cup, an upturned bedside table, a reading-lamp, some books, matches, keys, ‘the 
crushed fragments of a coffee-cup’, a fireplace with ornaments on the mantelpiece, and a 
brown stain on the carpet. Christie has created a world in which clues get lost in plain sight. 
At the end of The Mysterious Affair at Styles, Poirot states that the clue to solving the case 
was in that room. Amongst the clutter it was the ‘minute particle’ from the lock and the 
upturned table that told him the entire story, and that helped him solve the case. We, the 
readers, had the same information, but we are unlikely to solve the mystery without Poirot’s 
lead because – to us – we have been given nothing more than a series of unrelated objects. 
 
166 The Mysterious Affair at Styles is Christie’s first novel, and in it she sets up a technique that will carry her 
throughout her career as a mystery writer, which is to bombard the reader with so much detail that the 
important clues become lost. In the last book Christie wrote Postern of Fate (1973), her detectives Tommy 
and Tuppence Beresford stumble upon a mystery from the past – a list left behind in an old book in the 
loft. An author, who has made a career out of hiding clues in the details of a mystery book, writes a book 
about a mystery that can be solved by following the nonsensical clues left behind in a book. 
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 I borrow from both Poirot and Bombadil to create worlds in The Life and Times of a 
Doctoral Thesis. In these worlds there are objects, characters, and stories that at times are 
inconsequential and, in other moments, part of the narrative. Inspired by Christie’s habit of 
burying clues in plain sight, on page 15 I list a series of actions that Janet completes while 
frustrated and fatigued. This litany of actions was meant to look like character development 
and to describe her mental state; yet hidden within these descriptions are a significant part of 
the novel’s resolution. 
 I also hid clues in some of the appendices and footnotes. Some provide information 
that helps the reader understand who the Constructs are or how the murders occurred, while 
others are more like Bombadil, a few pages of jolly fun to create. In fact, Bombadil’s 
backstory was the inspiration for including the ‘Tale of the Jabbering Wanda’ in the 
appendix, rather than leaving it up to the imagination. But, it also added to the many false 
leads in the novel. I wanted the reader to question whether or not there was narrative purpose 
in that short story, or was it purely for world building?167 
When world building, the crime fiction novelist must create a world in which the 
mysterious crime is believable. In order to do this, they must use ‘real world’ rules of crime 
detection such as forensics and police procedures. This next section will discuss when real 
world elements should be used to keep readers in a state of belief, and when crime fiction 
tropes are more ‘realistic’. Additionally, this section will make note as to why verisimilitude 
is especially important in a text such as The Life and Times of a Doctoral Thesis, where crime 
fiction sits next to other genres and modes (the Gothic and satire). 
As the contemporary reader has become a savvy consumer of police procedure and 
forensics (or the public thinks that they are knowledgeable about those subjects), it becomes 
more difficult to ignore these aspects of real-world detection when a crime investigation is 
 
167 The story of the ‘Jabbering Wanda’ provides nothing to novel’s narrative. 
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presented in fiction. Problematically, not all crime writers are retired police officers or 
forensic specialists, so crime writers are turning to research and befriending the police to 
create realistic worlds. I took the MOOC (massive online open course) ‘Identifying the 
Dead’, which was an introductory human remains identification course run by the Centre for 
Human Identification at the University of Dundee. Additionally, I had the science behind the 
forensics checked by a PhD student studying in the field. While not all of my science was 
absolutely perfect, it passable for true. 
Yet, in one instance, luck was a better basis for my research than pre-planned 
investigation. I claim in the novel that the forensic scientists were using facial recognition 
software to identify the victims of those whose faces had not decayed. I also implied that 
scientists would rebuild the faces of those who had been destroyed by animals, and then use 
facial recognition software to potentially identify the victims once the face was rebuilt. This 
was pure conjecture on my part. I knew that scientists could rebuild the faces of corpses and 
create images from those reconstructions. And, I knew facial recognition software existed. 
So, I put the two together, even though I wasn’t sure if this was something that real scientists 
did.  
After finishing the novel, I was at a public talk, where I met Dr Christopher Rynn 
from the University of Dundee’s Centre for Anatomy and Human Identification. He had been 
getting quite a lot of attention for reconstructing the face of a Neanderthal based on a skull 
found in an archaeological dig. I asked him if it was possible to use facial recognition 
software to identify a victim after the face had been rebuilt, and he said ‘yes’. He said that it 
was not common, but it was possible. He added that Facebook has one of the best facial 
recognition programs available, and that it is possible for police departments to use it in a 
pinch. (He did not say if the police do use Facebook facial recognition software, just that it 
was possible.) He also pointed out that even in a ‘rush job’, reconstructing the face of a 
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murder victim from the skull to the flesh could take several days. In my novel it happens 
overnight. I both made a lucky guess about how victims could be identified using facial 
recognition software, and played up to the crime fiction trope in which forensic scientists 
work at record speeds. I wanted the crime fiction to keep a sense of verisimilitude without 
losing momentum. 
One way to avoid using forensic science in crime fiction is for the author to focus on 
the amateur detective, and hence ignore the police investigation all together. But this in itself 
becomes tricky, as trying to explain why the police are not investigating a murder is difficult. 
While complicated worlds can be built in which the police is not involved in a murder, these 
sort of scenarios often don’t pay off.168 In a conversation with the crime writer Russel D 
McLean, he once noted that the reason he initially chose to write about a private investigator 
named McNee in his series of books set in Dundee was to avoid having to know about police 
procedure; yet, he didn’t get too far into writing the first novel before realising that he still 
needed to know about the formalities of private investigation.169 
Alternatively, the author could set a crime novel in the past, before crime scene 
investigators existed, allowing the author a bit of leeway in regards to forensics and police 
procedure. However, this in itself creates other world building obstacles, such as those 
associated with historic fiction. It seems that to be a crime writer one also must be a 
researcher. 
 
168 In contemporary crime fiction, the best amateur detectives are ones that are involved in cases that may be 
based on morality issues or mysteries but are not necessarily illegal, and therefore do not warrant police 
involvement. Alternatively, private investigators are more realistic in situations in which the police have 
the wrong killer or believe the death was from natural causes. 
169 As noted, this discussion with Russel was originally verbal, but I contacted him to confirm the discussion 
before writing-up the thesis. He replied over Facebook messenger with: ‘Part of the reason I chose to write 
about a PI was because it seemed easier than researching the police. But then I discovered that you needed 
to have an idea of how Eyes really operate beyond having read a lot of Raymond Chandler, and wound up 
having to do research anyway, contacting the Association of British Investigators and getting help from a 
wonderful man by the name of Peter Heims (now sadly deceased) who was at the time, if I recall, the 
oldest practicing PI in the UK.’ What Russel highlights is a need for verisimilitude and research. 
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However, real world detection does not always fit into the convoluted worlds of 
fiction, and the crime writer need not necessarily follow real world police procedure to the 
exact letter, as there are also crime fiction tropes that must be met. For example, Ronald 
Knox in 1929 put together a ‘Ten Commandments of Detective Fiction’ with suggestions 
such as: ‘The criminal must be someone mentioned in the early part of the story, but must not 
be anyone whose thoughts the reader has been allowed to follow’, ‘The detective must not 
himself commit the crime’, and ‘No hitherto undiscovered poisons may be used, nor any 
appliance which will need a long scientific explanation at the end.’170 
These rules are still adhered to by many crime writers, and when they are abandoned 
it is in the hopes of breaking from trope. However, as crime fiction becomes intertwined with 
other genres and modes – such as the Gothic – many of these rules become routinely broken 
because they do not apply to the other genre. For example, one would not use the following 
rules when building a Gothic text, ‘All supernatural or preternatural agencies are ruled out as 
a matter of course’ and ‘Not more than one secret room or passage is allowable’; therefore, 
when crime fiction is blended with the Gothic, the reader allows for these sorts of crossed 
codes. Yet, even with the crossed codes, as long as the writer builds a world that appears to 
adhere to the rules of real world crime investigations, as well as the appropriate genre codes, 
the reader’s suspension of disbelief should not be broken, which is the primary function of 
world building – to build a plausable world that houses the implausible.  
 Many of the same issues of world building that apply to the crime writer also apply to 
the satirist, in that the satirist also must create a world that does not undo the suspension of 
disbelief. Douglas Adams’ The Hitchhiker’s Guide to the Galaxy is a prime example; it 
world-builds for both the genre and the satiric message. It must explain the science fiction 
 
170 Ronald A. Knox, The Best English Detective Stories of 1928 (New York, NY, USA: Liveright, 1929) pp. vii-
xxiii. (It may be worth noting that Ronald Knox was also a humourist and wrote critically about satire.) 
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universe in which it is housed, as well as provide guides to the parodic interpretations of 
British life. Adams does this simultaneously and flawlessly when he describes the Vogons, 
and then uses their existence to lampoon both bureaucracy and literary criticism.171 He then 
takes this satire and uses it to move the plot forward. The Vogons are described as: 
Though not actually evil, the Vogons are thoroughly vile. Officious, bad-
tempered, callous, rude, unpleasant. They wouldn’t even lift a finger to save their 
own grandmothers from the Ravenous Bugblatter Beast of Traal without orders 
signed in triplicate, sent in, sent back, queried, lost, found, subjected to public 
inquiry, lost again, and finally buried in soft peat for three months and recycled as 
firelighters. Vogons have dark green rubbery skin, waterproof enough to survive 
indefinitely at sea depths of down to a thousand feet with no ill effects. They have 
highly domed noses high above small piggy foreheads. They write some of the 
worst poetry in the known universe.172 
 
In this single passage, Adams creates a world that adds to the science fiction universe, 
‘Vogons have dark green rubbery skin, waterproof enough to survive indefinitely at sea 
depths of down to a thousand feet with no ill effects.’173 This line adds nothing to the plot and 
solely exists to help continue to identify the novel as a work of science fiction. Earlier in the 
novel it is noted that Vogons are bureaucrats, so when Adams states that Vogons are ‘not 
actually evil, but bad-tempered, bureaucratic, officious and callous’,174 it replicates many 
people’s experience of public sector workers, yet exaggerated to comic effect. He then adds 
that Vogons write the worst poetry in the Universe. Adams parodies contemporary society in 
order to make a satiric statement about it. Later in the novel, Arthur Dent and Ford Prefect 
use this bad poetry as a means of escape, and thus moving the plot forward. For Adams, 
 
171 According to The Hitchhiker’s Guide to the Galaxy, Vogon poetry was known to be the worst in the 
universe, and when Arthur Dent and Zaphod Beeblebrox were captured and read Vogon poetry as a form 
of torture, Dent replied with false commendation in the form of literary critique. Dent noted of the poetry: 
‘I thought that some of the metaphysical imagery was really particularly effective’, […] ‘interesting 
rhythmic devices […] which seemed to counterpoint […] the surrealism of the underlying metaphor of the 
[…] humanity of the […] Vognity of the poet’s compassionate soul […] which contrives through the 
medium of the verse structure to sublimate this, transcend that, and come to terms with the fundamental 
dichotomies of the other.’ 
Douglas Adams, The Hitchhiker’s Guide to the Galaxy (London: Pan/ Macmillan Publishers, 2009) p. 52. 
172 Ibid., p. 41. 
173 Ibid., p. 35. 
174 Ibid., pp. 41-42. 
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world building was like making sausages – no part went unused. What this shows is that 
satirists must create a world that supports the satiric message and provides rules in which to 
interpret the parody.  
 I looked to Adams when building a world that would house the satiric element of the 
novel. How could I show the ridiculous in a manner that was still recognisable, and how was 
I to represent UK higher education when it was possible my readers were not part of this 
universe? (As discussed in Chapter Two, not all readers of campus fiction went to university 
or are part of academia.) This next section will look at how I used world building to replicate 
the UK academic system in a way that was both familiar and distorted, while helping to 
support my satiric message and move the satire forward. Chapter Two outlined a number of 
ways in which the underlying message of the satire was incorporated in to the novel; 
whereas, discussions in this Chapter will focus specifically on world building and 
narrative/plotting. 
 
Using genre codes to world build 
 I chose to set the novel in a fictitious version of the University of St Andrews; yet, I 
wanted the satiric message to be about the British higher education system as a whole. So, 
despite parodying traditions from the University of St Andrews (academic parents, Raisin 
Sunday, May Dip, the red gowns, and not stepping on the stone initials of Patrick Hamilton), 
I wanted to make sure the jokes weren’t too specific to one university. So, when I began to 
build the world the students and the academics would encounter, I also focused on parodying 
concepts that would be recognisable in any institution: exams, essays, dissertations, tutorials, 
and halls of residence. These areas were not replicated necessarily as parodies, but as 
representations of life. This can be compared to replications of police procedure in the crime 
fiction aspect of the novel – mirrors of life made available, so that the reader can find 
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something relatable in a world of the strange. 
Additionally, the gender, class, and racial bias showcased in the novel can be found at 
a number of universities across the country.175 I built a world not too unlike life, one in which 
working-class students felt uncomfortable admitting to a low bank balance and struggled to 
find a way to incorporate unpaid placements into study. In many ways, the issues the 
working-class students in the novel face are not terribly far from reality. For example, I was 
at a talk being given by an author who noted that she had dropped out of the University of 
Manchester during her undergraduate because she couldn’t shake the feeling that she did not 
belong. She was raised on a working-class estate, and even at a large university the divide 
was wide between those ‘who belonged’ and those ‘who did not’. In the novel, I wanted to 
create a world that highlighted this. In the same way that I based much of the police 
procedure and forensic science on reality, when addressing race, nationality, class and 
gender176 imbalances, I modelled the fictional world after reality. 
Yet, this is not to say that there is no parody in the campus fiction element of the 
novel. It’s rife with it. In fact, as stated earlier, satire and parody are the codes of the campus 
fiction genre. For example, Janet and Francine’s supervisorial relationship with Minchin is 
parodied through exaggeration (would even the worst of supervisors be so dehumanising to 
their students?). Also, I parodied the movement towards privatising higher education. For 
example, I depict an extreme example of a campus that is being sold off:  
‘Events management is our strength,’ said one man. ‘We need the facilities to 
support that.’ 
‘If you move learning and teaching off campus, you can,’ said the property 
developer. ‘In fact, you can then charge your individual educational departments 
for use of in-town facilities.177 
 
175 Representations of class and race can be found in Chapter Four. 
176 While discussions of gender imbalance in the novel are based on reality, they were often represented through 
parody. Whereas, class and race were not as often parodied. I wanted the barriers to gender in higher 
education to be magnified to highlight the intersectionality of bias. For a gender issues to be heightened, 
but a race or class issues to rest in reality (not that gender issues are not real), it allowed the issues to be 
separately addressed, yet still be an intersectional issue. 
177 The Life and Times of a Doctoral Thesis, p. 311. 
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This is where the parody helps support the satiric purpose. Janet and Minchin’s relationship 
represents the desire by some to protect higher education as a house for the old guard. And, 
through parody, the property developer in the story represents the satiric purpose, which 
argues that the ruling class want to transform education into a luxury good. As noted in 
Chapter Two, research went into ensuring that the basis for the satiric message was sound. 
The subsection ‘University Policies’ in Appendix Two shows some of the research that went 
into understanding university growth plans and expenditures. An article from the Financial 
Times is included, ‘University challenge: the race for money, students and status’. In this 
article Nick Hillman, an adviser to the universities minister David Willetts from 2010 to 
2013, was quoted as saying, ‘What we know is that students and their parents, when they go 
on open days, they are impressed by shiny buildings.’178 Parody starts from statements like 
this. As a satirist I take the truth and expand it, but because there is a kernel of reality, 
statements like ‘Events management is our strength’179 do not seem out of place in a 
contemporary university boardroom. World building provides an appropriate backdrop for 
the parody that supports the satiric statement. 
 
World building and the satiric message 
Finally, there are elements of world building in The Life and Times of a Doctoral 
Thesis that help move the narrative forward while also supporting the satiric message. An 
example of this is seen in the Construct and Electronic Thesis Project storylines. As would an 
author working in traditional world building narratives, I had to create creatures, provide 
rules to their existence, and determine what etiquette would be used when interacting with 
 
178 Thomas Hale and Gonzalo Viña, ‘University challenge: the race for money, students and status’, Financial 
Times (23 June 2016) < https://www.ft.com/content/c662168a-38c5-11e6-a780-b48ed7b6126f> [accessed 
24 June 2016] 
179 The Life and Times of a Doctoral Thesis, p. 311. 
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normal society. Wilson Buchmanner’s ETP needed its own backstory and timeline. It had to 
be set during a period of great shift in academic publishing, before all theses were digitised 
but not when it would have been uncommon. I needed to explain how the project worked, 
where it was housed, and how Janet and Nate came to work with Wilson. This was – in part – 
so that when the crime fiction and the campus fiction dovetailed at the end of the novel, the 
narratives could be neatly wrapped up. These elements also provided verisimilitude so that 
when the ridiculous did arrive, the reader did not lose suspension of disbelief. 
The ETP storyline also allowed me to use satire to hide clues in plain sight: 
At first it started with whispers. A librarian at Hull told Wilson that a few 
professors were threatening to stop using the University library if the project 
continued. A protest that truly affected no one. Then came the letters, typed and 
handwritten on lovely eggshell linen paper, demanding Dr Wilson Buchmanner 
halt the project immediately. These protesters argued that the Electronic Thesis 
Project was ‘an affront against the natural order of academic hierarchy’, that its 
public access would ‘delegitimise knowledge’ and ‘diminish the scholarly 
importance of the theses’, that providing open access to academic resources 
would surely ‘create future scholars who have never seen the inside of a library.’ 
And a professor from York asked, ‘Do we want to give all the power to those 
who know how to use a computer?’180 
 
This passage includes hints to the planned destruction of the ETP. The protest against the 
ETP begins early, even before Wilson finds support for the project, and eventually acts as a 
narrative device to pull all the plot lines together. 
 As noted earlier, world building utilises the classification codes of genre, so when 
plotting the novel, I once again referenced specific genre codes from crime and campus 
fictions. The following section shall focus on the novel’s structure in relation to genre codes. 
Then I will discuss the bridging modes used to tie the genres together, and finally this chapter 
will talk about the stylistic touches used in the novel such as ‘appendices, maps, timelines, 
glossaries of invented languages’.181 
 
180 The Life and Times of a Doctoral Thesis, p. 94. 
181 Wolf states that, ‘For works in which world-building occurs, there may be a wealth of details and events (or 
mere mentions of them) which do not advance the story but which provide background richness and 
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After determining the rules of the world, such as how Constructs are created and how 
they interact with regular people and their roles in academia, I plotted the novel’s overall 
narrative arc. Once I knew the trajectory of the novel, I plotted out the campus fiction and 
crime fiction portions separately, as I wanted to ensure that I was not using parody in the 
crime fiction. As I was attempting to create a world that housed an unlikely series of murders, 
I needed to know how these murders occurred and how an investigation of them would fit 
into the narrative arc; once this was determined, I could decide which real world aspects of 
detection and which rules of the crime fiction genre were necessary, so that the reader’s 
suspension of disbelief was not broken and the genre would be clearly recognised. The same 
needed to be done for the campus fiction aspect of the novel: which real world elements of 
academia were to be included (e.g. the REF), and how I would fashion the satiric purpose to 
the campus fiction? 
I must take a pause here to note that there were minimal parodic elements included in 
the crime fiction. As will be discussed in Chapter Four, in the novel, I included brief satiric 
discussions of gender and race issues in the police force. I felt this was necessary as the 
police force in Scotland has traditionally been a white male dominated field,182 and if I had 
not addressed this, the crime fiction would have felt false when sat next to campus fiction, 
which openly discusses discrimination. Additionally, it was necessary to depict Police 
Scotland as a bumbling in order to keep them out of the narrative. For example, in real life, 
Police Scotland would have put a stop to the final scenes of the novel. Therefore, in order to 
move forward with the plot, I parodied the clichéd phrase ‘health and safety gone mad’ to 
 
verisimilitude to the imaginary world. Sometimes this material even appears outside of the story itself, in 
the form of appendices, maps, timelines, glossaries of invented languages, and so forth.’ (p. 2.) 
182 Daniel Donnelly in The Scottish Police Officer states that, ‘Traditionally, the police officer was a white male, 
normally with a working-class background.’* He goes on to not that this has changed over the year and 
policing has evolved into a ‘gender-mixed occupation’. Yet a House of Commons report indicates that in 
Scotland 30% of police officers were female at the time of the study. While this is an increase, it is not yet 
a gender-mixed occupation. For a fuller discussion of the House of Commons report see Chapter Four. 
*Daniel Donnelly, The Scottish Police Officer (London: Routledge, 2014) p. 30. 
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keep police involvement to a minimum. Additionally, realistically, a serial killer and a pile of 
poisoned bodies would have warranted a larger investigative team, but this would have 
complicated the narrative even further. Therefore, I made DCI Japp a buffoon (inspired by 
the Christie character of the same name), thus insinuating that his incompetence kept the 
murders from being investigated on a larger scale. Overall, I had no intention to parody 
Police Scotland or the police service in general, but including bits of the ridiculous into the 
crime fiction parts of the novel helped keep the narrative on track. This is not terribly 
different from techniques used in other murder mysteries: the sudden storm that keeps 
everyone in the mansion and unable to contact the police, the amateur detective who knows 
more than the Detective Chief Inspector, and the locked room mystery. These ridiculous 
twists in plot are essential tropes of the crime fiction genre. 
The next step when planning the novel – after determining the narrative arc for each 
genre – was to place characters into groups: those who were part of the crime fiction and 
those who were part of the campus fiction (i.e. those who would be helping to support the 
satiric message). Clearly, the police officers are part of the crime fiction, and those in 
academia are part of the campus fiction. Additionally, the Brewster sisters, Barbox and Dr 
June Cleaver183 are a part of the crime fiction, in that they act as amateur detectives; whereas 
the school children of both St Lucy’s and Rogan Josh are included in the campus fiction 
narrative.184 Not only did I plot out these groups’ stories separately, I wrote each section of 
characters as if they were their own novella, and then – when I reached the part of the 
narrative in which the crime fiction and the campus fiction began to dovetail – I edited the 
stories together and then finished off the last three chapters (Friday, Invasion, and Epilogue). 
 
 
183 Providing Dr June Cleaver with a PhD helped tie the work together, but her overall role was to facilitate the 
narrative of the crime fiction. 
184 Many of these groupings are doubles. For a further discussion of doubles in the text please go to the section 
on the ‘Caledonian Antisyzygy’ in Chapter Four. 
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Bridging the genres 
Similar to the previous discussions of world building and satire, certain considerations 
had to be made when determining how to move the plot forward so that it would advance the 
satiric purpose housed in the campus fiction, while not diminishing the classification codes of 
the crime fiction. I also had to ensure that the two different genres, while written separately, 
read as one novel. I did this with bridging characters and modes. 
Bridging characters initially included Janet, Hazel, Lydia Gwilt, and the murder 
victims. The narratives of Janet, Hazel, and Lydia were woven between the crime fiction and 
the campus fiction aspects of the novel, with the lives of Janet and Lydia set squarely in the 
world of academia, but their actions (either directly or indirectly) forced them to interact with 
the police. When Hazel was known as Kitty, her violent actions place her within the realm of 
crime fiction, but once she becomes more self-aware and her background becomes apparent, 
she acts as a bridge between the crime fiction and academic fiction elements of the novel, in 
that her creation text provides the reader with a strong indication of the work’s satiric 
purpose. 
As noted above, Janet, Lydia and Hazel are bridge characters; their lives are firmly 
rooted in academia, and their career/scholarly/lives have been created by re-imagining the 
stresses of academic life through parody; at times exaggerating the precarious life-styles of 
PhDs and ECRs, and other times including situations that have been directly lifted from 
current affairs.185 Yet, due to Lydia’s actions and the proximity of Janet’s flat to the killings, 
they interact with the police, thus bridging the genres. Additionally, Hazel acts as a bridge 
between the two genres; her existence stemming from the campus fiction genre in that she is 
a personification of the satiric purpose; yet, because she murdered people before becoming 
 
185 For more information on what elements of academic life have been lifted from current affairs see Appendix 
Two. 
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completely self-aware and is pursued by the police, she also sits squarely in crime fiction. 
Reekie and Carter, while not bridge characters, do cross into the campus fiction 
universe to investigate the murders. In detective fiction there is the Watson, the character 
who is less intelligent than the protagonist; the character who exists to ask questions in place 
of the reader. In the Sherlock Holmes stories, this is the Watson: 
‘Is there any point to which you would wish to draw my attention?’  
‘To the curious incident of the dog in the night-time.’ 
‘The dog did nothing in the night-time.’ 
‘That was the curious incident,’ remarked Sherlock Holmes.186 
 
Reekie and Carter are the Watsons of the campus fiction. During their investigation of the 
murders, they ask questions about the academics’ lives, the staff at the University, and the 
climate of higher education. They ask the questions the readers should have been asking. For 
example, in the scene between Reekie and Dr Gilman, not only does Reekie ask the questions 
the audience would, but Gilman’s answers replicate the novel’s satiric purpose, calling both 
Reekie and the reader to action: 
‘If you want to know “who’s fighting with whom”, you need to speak 
with someone who keeps an ear to the wall and who has a, how do you put it, an 
“angle”.’ 
‘Who do you recommend I speak with?’ asked Reekie. 
‘I’d say Magnus Muir. […]’ 
‘Why are you leaving academia?’ Reekie wondered if Gilman was afraid; 
if she knew about the poisonings. 
‘I’m leaving because of the bigotry and the misogyny. I’m leaving 
because research and teaching have been replaced with paperwork and tick boxes. 
I’m leaving because class warfare stagnates ideas. I’m leaving because my 
research has to fit into a metrics-based cycle, or it’s discounted. I’m leaving 
because of the words “impact”, “transformation”, “objective”, and “consumer”. 
I’m leaving because personalities are being sculpted, not ideas. I’m leaving 
because there are only seventeen people in the country like me who’ve made it to 
professor, and I don’t like the odds.’ She said.  
[…] Reekie left Gilman’s office with a feeling that she’d been called to 
action, but she wasn’t sure which action.187 
 
 There are other characters that wander between the two genres, but squarely sit in 
 
186 Arthur Conan Doyle, ‘The Adventure of Silver Blaze’, The Penguin complete Sherlock Holmes (London: 
Penguin Classics, 1981) p. 347. 
187 The Life and Times of a Doctoral Thesis, p. 568. 
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campus fiction: Barthomley and Heygate, and the girls at Rogan Josh and St Lucy’s. Both 
Barthomley and Heygate represent the neoliberal consumerism taking over the university 
system, and the schoolgirls represent the routes to education and the barriers that young 
people face when attempting to get that education. Yet, despite their roles in helping to move 
the satiric nature of the story forward, as well as help propel the narrative momentum of the 
campus fiction, Barthomley, Heygate and the girls wander in and out of the crime scenes, 
slowly helping to connect the worlds without participating in the crime fiction part of the 
story. 
The other bridging element is the Gothic, which was employed through the 
supernatural aspects of the story and the setting;188 this is the sinister element (as noted 
earlier), which I see as being one of the codes of crime fiction. The modern inception of 
crime fiction began with the works of Poe, Conan Doyle and Dickens, as well as from the 
pages of the penny dreadfuls of the nineteenth century. These works and authors were Gothic 
by nature. Yet, some of the classification codes of the Gothic189 did not transfer to crime 
fiction – such as the obligatory supernatural entity; yet, other aspects did, such as the isolated 
landscapes. Furthermore, as both Gothic and crime fiction utilise themes of mortality and the 
darkness that surrounds it (the Gothic through the supernatural and crime fiction through 
violent acts190), crime fiction often borrows from the Gothic trope.  As discussed earlier, in a 
 
188 Please go to Chapter Four for a deeper discussion of the novel’s setting. 
189 I would like to argue that the Gothic can be both a mode and a genre. In some ways it has categorisation 
codes: the supernatural, the dark and isolated landscapes, the preoccupation with mortality, and a nod to 
the past even when a work is set in the present. But, the Gothic can also be a mode – as a mode it presents 
a mood through linguistics and need not be relegated to a particular genre. Additionally, Gothic as a mode, 
like satire, makes a statement. Steven Bruhm in ‘The contemporary Gothic: why we need it’ (2002) states 
that ‘the central concerns of the classical Gothic are not that different from those of the contemporary 
Gothic’* and then specifically references Stephen King’s It (1986) and Anne Rice’s Vampire Chronicles 
(1976-2018), arguing that they ‘weave in and out of the distant past in order to comment on the state of 
contemporary American culture’. It could then be argued that texts that employ the Gothic mode make a 
statement about contemporary society. While a text can be both of the Gothic genre and the Gothic mode, 
when discussing The Life and Times of a Doctoral Thesis I will be discussing the Gothic mode.  
*Steven Bruhm, ‘The contemporary Gothic’, The Cambridge Companion to Gothic Fiction, ed. by Jerrold E. 
Hogle (Cambridge: Cambridge University Press, 2002) p. 259. 
190 While murder and physical violence need not always be at the centre of crime fiction, it is a common 
contemporary trait of the genre. 
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comparison between the work of Carl Hiaasen and Christopher Brookmyre, the sinister tone 
of a novel – as modelled from the Gothic – can have an impact on how the novel is read. 
In The Life and Times of a Doctoral Thesis, I used codes from the Gothic genre: the 
supernatural, an undertone of the sinister, a dark setting (both literal and figurative), and nods 
to the past. These codes help bridge the crime fiction and the campus fiction. Inspired by 
Brookmyre’s Pandaemonium, Ben Aaronovitch’s Rivers of London (2011-2017) (a series of 
novels that follows Police Constable Peter Grant as he learns the trade of investigating 
paranormal crimes), I employed supernatural elements and sinister undertones in order to 
bridge the two genres of crime and campus fiction. In her essay ‘Ghost Reading in 
Contemporary American Gothic’ (2018), Emily Fisher potentially explains why the Gothic 
can tie two genres together, ‘In this post-millennial moment, I argue the Gothic offers writers 
an anchoring point, a site of familiarity for the reader, in the midst of an evolving culture of 
reading.’191 From this I could argue that The Life and Times of the Doctoral Thesis can use 
the Gothic as a bridge between two genres because the reader sees it as ‘familiar’. It allows 
for the suspension of disbelief to continue. 
Finally, I had one bridging element that was a natural part of the narrative. The 
murders are recognisable codes of crime fiction but the reason for the murders are part of the 
campus fiction. 
Once I knew how to employ the bridging elements, I returned to world building. I 
wanted the crime fiction element to be as believable as possible, because with a privilege-
eating monster and a host of academic ideas coming to life, there was a danger of the crime 
fiction element becoming ridiculous beyond belief if it were not relatively accurate. 
 
191 Emily Fisher, ‘Ghost Reading in Contemporary American Gothic’, Ghosting; A Symposium at the University 
of Surrey (9 October 2018) p. 1. 
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Additionally, forensics and police procedure would help me direct the plot so that the 
mystery angle fitted with the codes of the genre. 
 
 
Blending Genres 
 
The past section of this dissertation discussed how this project used the Gothic to 
bridge the campus fiction elements of the narrative with the crime fiction. However, 
including a Gothic element into the crime fiction, complete with its paranormal beings, also 
places the novel within the realms of the genre ‘supernatural crime fiction’.  
Supernatural crime fiction is considered a blended, or fused, genre as it pulls together 
codes from different genres. This section of the thesis will define blended genre and discuss 
how such genres are created. The focus will be on how the author, reader, publishers, and 
booksellers/librarians help to create these new forms of fiction. Additionally, the commercial 
impact of the blended genre will be noted. Then this dissertation will look at the specific 
blended genre of supernatural crime fiction, with a focus on definitions and other works that 
fit into this hybrid form. Finally, it will be noted how The Life and Times of a Doctoral 
Thesis is a work of supernatural crime fiction. 
 According to Megan McArdle’s The Readers’ Advisory Guide to Genre Blends, other 
terms for blended genre include ‘genre bending, genre crossover, hybrid fiction, literary 
mixing, or a mashup.’192 Plus, she notes the more formal terms of ‘interstitial’ or ‘liminal 
fiction’. Each of these phrases refers to the categorisation of a single genre that has been 
created by blending two or more other genres together. David Duff uses the term 
‘hybridization’ to define this phenomenon, stating that it is ‘the process by which two or 
more genres combine to form a new genre or subgenre; or by which elements of two or more 
 
192 Megan McArdle, The Readers’ Advisory Guide to Genre Blends (Chicago, USA: American Library 
Association Editions, 2015) p. xi. 
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genres are combined in a single work’.193 
 McArdle broaches the subject from the point of view of the booklover and emphasises 
the importance of the reader in the creation of blended genres. She states that:  
Genre is about expectations. Literature in general has to satisfy the reader’s desire 
for the familiar and recognizable with the longing for something new and 
unexpected. Readers want to be surprised by what’s new, different, and unique 
about a book and satisfied by how it met their expectations.194 
 
McArdle argues that it is the reader who categorises the genre, and the publishers and 
librarians (or booksellers) use the genre classifications in order to guide the readers to 
specific titles. However, when the work crosses between two already classified genres, 
correct labelling becomes difficult: 
If a book has some characteristics of one genre and some of another genre, what 
do you do with that book? Publishers have to decide how they will market that 
book and at what audience they will aim the mix. For readers, there are issues of 
discovery when a book exists in the borderlands between genres, and these are 
books that deserve to be discovered.195 
 
This practical need to find new fiction is what drives blended genre classification.  
An example of this might be found in how to pitch the The Life and Times of a 
Doctoral Thesis. If I were to self-publish the project, I would need to note the genre on any 
sales or marketing platforms, such as Amazon or even Goodreads. However, the novel is 
neither a traditional work of crime fiction nor is it a work of horror or paranormal fiction. 
Therefore, having the classification of supernatural crime fiction provides me with a way to 
target a readership. 
 However, by discussing the reader first, it almost diminishes the author from the 
classification process, even though the author is key. The writer is not just a creator of fiction 
but also a reader. The author will read influential works and, whether through conscious 
 
193 David Duff, Modern Genre Theory (London: Routledge, 2014) p. xiv. 
194 McArdle, xii. 
195 Ibid., xi. 
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action or subconscious inspiration, the author will borrow codes from one genre and then use 
them in another. McArdle notes that:  
Genre blending is not about breaking a genre or ignoring what makes it great—
writers who blend must have a solid knowledge of and respect for a genre before 
they can use it. In other words, one has to know where the borders are to 
deliberately cross them.196 
 
Once the piece is written, the author then sells the work – either through a publisher 
or directly – and that is where the act of classification becomes more apparent. Yet, the role 
of the publisher in the creation and categorisation of a blended genre is secondary. They are 
not the ones writing the novels. They are also not the individuals demanding more of the new 
genre. However, publishers do wish to increase sales, and if they find that one genre does 
well, then they are likely to publish more, and thus creating the need for the new genre. 
Therefore, while the publishing industry is secondary in the process, the commercial nature 
of their existence has implications for inserting a new, or fused, genre into the mainstream. 
 An excellent case study on this phenomenon is be the blended genre, mannerpunk, 
which was discussed earlier in this dissertation. The 2009 novel, Pride Prejudice and 
Zombies, is the go-to example of mannerpunk, yet the genre and its inception can be traced 
back to Ellen Kushner’s Swordspoint: A Melodrama of Manners (1987). 
 In a 2015 interview she did for the blog ‘Whatever’, Kushner talks about the inception 
of Swordpoint and the creation of the term mannerpunk. In this piece, Kushner writes that she 
did not set out to create a new genre, but that the inspiration for her work came from a 
mixture of the novels she was reading, such as Tolkien’s fantasies, and the world she was 
living in the 1980s: 
‘[…] black leather jackets and blighted cities, paying low rent in formerly 
gorgeous housing now crummy, run down and cheap; architectural splendor still 
hanging by a thread, and keep your keys stuck between your knuckles when you 
walk home at night, in case anyone tries to mess with you.’197 
 
196 McArdle, p. xii. 
197 John Scalzi, ‘The Big Idea: Ellen Kushner’, Whatever, 29 October 2015 [last accessed 3 January 2020] 
<https://whatever.scalzi.com/2015/10/29/the-big-idea-ellen-kushner-2/> 
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Swordpoint, and its subsequent series, is set in the world of ‘Riverside’ which resembles a 
realistic urban landscape. It follows the story of a swordsman for hire who settles scores for 
noblemen, thus making it a ‘melodrama of manners’. 
 Kushner states that she did not come up with the genre categorisation of mannerpunk, 
and neither did the publishers. In fact, she had difficulty getting it picked up originally, as it 
didn’t fit into one genre. Once it was published, it was her colleague (a reader) Donald G. 
Keller, who in 1991 wrote a critical piece about the work. Keller called the genre the ‘fantasy 
of manners’, but once the article came out ‘some wags quickly nicknamed manner-punk’.198 
In this instance, it was the writer who created the genre, the publishers who gave it a 
platform, and the readers who named it. 
With Swordspoint in print, it provided a place for other works of mannerpunk, such as 
Naomi Novik’s Temeraire series (2006–2016) which blends alternate history, fantasy, and 
manners, as well as Pride Prejudice and Zombies. The creation of the specific genre of 
mannerpunk provided publishers, booksellers, librarians and the general public a way to 
discuss and market these forms of literature. 
 The process of genre hybridization is not instantaneous and has multiple factors. It 
starts with the writer, who is a reader. This reader/writer is influenced by various works and 
uses the preferred elements of each text when writing something new. Or, perhaps, the writer 
may notice some elements of one genre creeping into another, and then finds influence in this 
burgeoning hybrid and replicates it. This scenario highlights Torodov’s suggestion that one 
genre breaks the rules, while another picks up the codes. Or, two very different genres may 
be blended together by the writer. Once this work is created, and it is clear that two or more 
genres have been fused, the next step is for the publisher to get involved. The publisher will 
 
198 Scalzi. 
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note that certain genres are selling well, and that publisher will take a chance on a fused 
work, hoping that current trends will launch this new form. 
The last stage is classification. It may be the bookseller or the librarian looking for an 
easy way to help their readers find new fiction, or it may be the readers themselves. One 
example is the ‘wag’s that named Kushner’s work mannerpunk. Another example is found in 
the mixed genre of splatterpunk, a form which depicts gory and violent horror and was 
coined by David J Schow at the 1986 Twelfth World Fantasy Convention in Providence, 
Rhode Island.199 While these forms may not be found in a traditional bookstores or libraries, 
they are being used in online reviews such as those found on Goodreads.  
 Within this discussion of hybridisation, where does supernatural crime fiction fit?  
 Supernatural crime fiction is a self-evident term. It is a work of crime fiction with 
supernatural elements. However, the supernatural element of crime fiction is not as direct a 
mash-up, as crime fiction’s history is already rooted in the supernatural. Therefore, it could 
be argued that supernatural crime fiction – while a contemporary hybridisation – is a genre 
that has come full circle. 
As previously noted in this dissertation, the Gothic is a core part of crime fiction’s 
genre code, reaching back to the inception of the form. Those early works relied on the 
supernatural for the tone and feel of the piece. For example, Poe’s ‘Tale Tell Heart’ (1843) is 
a work of crime fiction. It is the first-person account of a murder, yet by the end we believe 
the man not only to be mad, but there is also a supernatural element as the protagonist 
continues to hear the dead man’s heart beat beneath the floor boards. 
However, as the genre has progressed, the supernatural gave way to the logical mind. 
The stories became more about the puzzle and less about the Gothic. Crime fiction became a 
 
199 Ken Tucker, ‘The Splatterpunk Trend, And Welcome to It’, New York Times Book Review (24 March 1991) 
p. 13. 
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genre in which all mysterious could be explained by the end of the story. ‘The Hound of the 
Baskervilles’ (1901) is a turning point in the genre, with the supernatural of the Gothic giving 
way to the hyper-logical ideology of detective fiction. 
Crime fiction’s erasure of the supernatural, and to some extent the Gothic, was 
explicitly noted in Knox’s 1929 ‘Ten Commandments of Detective Fiction’, one of which 
states ‘All supernatural or preternatural agencies are ruled out as a matter of course.’200 It 
would take several decades for the supernatural to return to crime fiction in any substantial 
way, and when it did the result was supernatural crime fiction.  
The world of the supernatural fiction has found a resurgence in the last decade and a 
half, as speculative fiction has moved from a fringe concept to the mainstream. Novels such 
as Ben Aaronovitch’s Rivers of London series show how popular the hybrid genre is. In 
August of 2019, it was reported that the series had sold approximately two million copies 
world-wide and 265,000 audio books in the United Kingdom.201 The same report by The 
Bookseller states that Orion bought the next in the series for a ‘seven-figure deal’.202 
Commercial sales are not necessarily the pinnacle of a genre’s acceptance into the 
mainstream, but it does highlight a trend for mixing genres.  
So, what exactly is this genre that Aaronovitch has helped to popularise?  
Penguin Random House doesn’t list The Rivers of London as supernatural crime 
fiction, and instead calls it a ‘blend of inventive urban fantasy, gripping mystery thriller, and 
hilarious fantasy caper.’203 Whereas, Pan Macmillan notes it in their list of ‘Crime books that 
are out of this world’, and the URL for the article is in a ‘supernatural-crime-fiction-novels’ 
 
200 Knox, p. viii. 
201 Mark Chandler, ‘Orion scoops four books from Aaronovitch in seven-figure deal’, The Bookseller (10 April 
2019) [Last accessed 2 December 2019] <https://www.thebookseller.com/news/orion-scoops-four-books-
aaronovitch-seven-figure-deal-983551> 
202 Chandler. 
203 ‘Rivers of London Series: Titles in Order’, Penguin Random House [Last accessed 1 February 2020] 
<https://www.penguinrandomhouse.com/series/BP9/rivers-of-london> 
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folder.204 Additionally, readers classify The Rivers of London as a work of supernatural crime 
fiction, with Goodreads including it in ‘Popular Supernatural Crime Books’.205 Supernatural 
crime fiction is an example of how the classification of a blended genre is acknowledged by 
the reader but the term is not applied cohesively throughout the industry. 
Returning to the classifiers – the readers, and the librarians – McArdie doesn’t break 
her chapters into specific hybrids, but instead she provides larger categorisations, such as 
‘Fantasy Blends’, ‘Horror Blends’, and ‘Mystery Blends’. This form of division could be 
particularly problematic for supernatural crime fiction, as the genre could be placed in either 
section. However, what this does indicate is that core codes of the genre will set the blended 
fiction squarely in one field, with the subsequent codes attaching themselves to it.  
 McArdie discusses ‘Mystery/Fantasy’ blends and notes something quite important, 
the need for the reader’s suspension of disbelief in this hybridisation. She states: 
The degree to which crime-centric urban fantasies will appeal to a core mystery 
fan varies and can come down to how willing a reader is to suspend disbelief. If 
readers have an aversion to anything they can- not imagine actually happening to 
them (even if they picture it with dread), then a blend with fantasy is probably not 
a good bet. However, for those intrigued by stories of myth and magic, these 
blends can offer rich rewards.206 
 
This is certainly good advice. In the case of supernatural crime fiction, the focus should be on 
the readers who are already intrigued by ‘stories of myth and magic’ and who are already 
reading both works of crime fiction and fantasy. 
 Acting as a librarian, McArdie not only notes works that fit into this blended genre, 
but creates ‘reading paths’ similar to Amazon’s ‘If you liked…’ She starts with Storm Front 
(2000) by Jim Butcher, a novel about a wizard investigating crimes in a contemporary 
 
204 ‘Crime books that are out of this world’, Blogs: Supernatural Crime Fiction Novels, Pan Macmillan (14 June 
2016) [Last accessed 2 December 2019] <https://www.panmacmillan.com/blogs/crime-
thriller/supernatural-crime-fiction-novels> 
205 ‘Popular Supernatural Crime Books’, Goodreads [Last accessed 11 February 2020] 
<https://www.goodreads.com/shelf/show/supernatural-crime> 
206 McArdie, p. 99. 
   R Marsh 104 
Chicago. She then leads readers to The Onion Girl (2001) by Charles de Lint.207 The Onion 
Girl features Jilly Coppercorn who learns that she can visit the spirit world while sleeping. 
The novel jumps between the urban landscape of reality and the forest of the spirits, and leans 
more heavily on the fantasy than the mystery – although, Jilly and her friends do detective 
work to discover their own past. 
Next on her list of Mystery/Fantasy blends is The City and the City (2009) by China 
Miéville, which is a police procedural that is set in three cities which inhabit the same space 
and time. Her reading paths for this book are The Manual of Detection (2009) by Jedediah 
Berry and Windup Girl (2009) by Paolo Bacigalupi. McArdie connects these works with the 
keyword ‘surreal’.208 The Manual of Detection features a detective who solves crimes in 
people’s dreams, and Windup Girl takes place in an alternate world where calories are part of 
the currency. Windup Girl, like Onion Girl, leans more towards fantasy, yet does have an 
element of the thriller as main aspects of the plot revolve around military intrigue. 
Finally, she notes Midnight Riot by Ben Aaronovitch (Midnight Riot is the US title of 
the first book in the Rivers of London series). She then suggests that ‘if you like the dry, 
British wit but just want a mystery’ to read A Madness of Angels (2009) by Kate Griffin.209 A 
Madness of Angels features Matthew Swift who is a long-since dead sorcerer who has come 
back to life. The mystery element focuses on the protagonist tracking down the person who 
originally killed him and the one who brought him back to life. 
Through The Readers' Advisory Guide to Genre Blends, McArdie is recreating the 
trajectory of how blended genres become solidified as a distinct categories in the minds of the 
reader. Returning to the idea that supernatural crime fiction would appeal to those who are 
already reading genres that ask for a suspension of disbelief, it is interesting to note the dates 
 
207 McArdie, p. 100. 
208 Ibid. pp. 100-101. 
209 Ibid., pp. 101-102. 
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of the works referenced by McArdie. All those noted above are dated in the early 21st 
century, during a rise in sales of fiction with supernatural elements. This once again, 
highlights the importance of trends in traditional genres, and suggests that a publisher may be 
more willing to pick up a work of blended genre if its borrowed genres are already selling 
well. 
 The Life and Times of a Doctoral Thesis fits into the supernatural crime fiction genre. 
It is a work of crime fiction (a story about the police trying to catch a serial killer) and it has 
supernatural themes (the killer is a supernatural entity). It could sit on a bookshelf next to 
Rivers of London or ‘Hounds of the Baskervilles’.  
 I draw heavily from the work of the Gothic such as Poe, Shirley Jackson, Matthew 
Lewis, James Hogg, Oscar Wilde, and to some extent Mark Twain (with ‘A Dying Man's 
Confession’, 1883, being particularly influential). Additionally, I also draw from film and 
television with Alfred Hitchcock and Rod Serling’s Twilight Zone being a regular feature of 
my childhood, as well as Scooby-Doo. In fact, it is from my childhood that I draw a lot of 
inspiration.  
Raised in the South of Louisiana, where the intersection of the dead and the living is 
not to be feared, I spent many a Sunday wandering the mausoleums of New Orleans, peeking 
inside those that had eroded away. I lived in a home where ghosts were a matter of course, 
and family members talked about returning for a visit after they had died. Despite being 
raised Lutheran, the iconography of Catholicism that infiltrated the culture around me was 
significant.  
During my childhood I devoured the books from the Golden Age of Detective fiction, 
Christie, Sayers and Ngaio Marsh, as well as the Nancy Drew and Hardy Boys series. I was 
an adult when the Harry Potter series came out, but lamented not having something as 
contemporary and fantastical as that to read as a child. So, while the Rivers of London 
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became a point of reference for this PhD project (as well as the previously discussed 
paranormal thriller Pandaemonium), my larger influences are from further back in my 
history. Furthermore, while The Life and Times of a Doctoral Thesis was particularly written 
as an experiment for the PhD, my writing style has been combining supernatural and mystery 
for some time. So, like Ellen Kushner, initially I did not start out seeking to blend two genres, 
I was simply pulling from the world around me. 
This also supports the earlier discussions of how genres are formed. Derrida argues 
that each genre is a constant and circular evolution of another; whereas, Todorov argues that 
each genre borrows from others. In a way, my experiences as a reader and a writer, prove 
both right. Reading and experiencing mystery, crime fiction, and the Gothic as a child and as 
a young adult, my mind wrapped them together pulling from one and putting into the other. 
So that, as I began to write and develop my own fictions, conscious decisions about what 
code belonged to which genre didn’t exist. Instead, I borrowed from all the different 
influences without recognising its inception. I didn’t think about why I chose to blend genres 
until I entered academia – where we are trained to think about these things. 
The literary context of The Life and Times of a Doctoral Thesis is part of the blended 
genre of supernatural crime fiction. The commercial potential for this novel is strong as there 
is a current trend for the hybridisation. New York Times classifies the genre as ‘Everything 
cruddy just like it is now, except, also magic!’ The article goes on to state that: 
The intrusion of magic is then generally used to make sense of inexplicable or 
terrible things in our world, for example, why the stock market does stuff. And 
cancer. It also is used to explain the sadness that young people feel. If only there 
were an enormous secret lurking just out of sight, providing meaning and 
conveying specialness upon the knower…210 
 
This is what The Life and Times of a Doctoral Thesis attempts to do, use the paranormal to 
 
210 Choire Sicha, ‘Leigh Bardugo Brews a Witchy Tale of Ghosts, Dark Magic and Murder’, The New York 
Times (8 October 2019) [Last accessed 12 February 2020] 
<https://www.nytimes.com/2019/10/08/books/review/ninth-house-leigh-bardugo.html> 
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explain the current state of Higher Education. 
 The next section of this dissertation discusses ‘World building and narrative changes’, 
which links these aspects of genre with building a world representative of Higher Education. 
 
World building and narrative changes 
Earlier in this chapter I talked about taking a human identification MOOC. I also did 
research into police procedure and started out by using Michael O’Byrne’s The Crime 
Writer's Guide to Police Practice and Procedure (2009), which I thought would ensure an 
accurate depiction of the investigatory process. While it did help, I had not taken into account 
that Scottish law and Scottish police procedures were different from that of England, or the 
rest of the UK (RUK). 
In February 2018, the novel was mostly complete and it established Carter as a 
character who had been working with the Met. In the novel, she comes to Scotland to lead on 
the Hammertoe Mutilator investigation, as she had been tracking the killer across British 
university towns. I knew that Scotland had a different police system, but it wasn’t until I met 
with Police Scotland that I realised how significant the differences were. For example, until 
January 2018, Scottish police did not ‘arrest’ a person; they ‘cautioned’ them (the law 
changed that January). Once that person is ‘cautioned’ all investigations stop, and the matter 
is handed to the procurator fiscal. It is different in England, where individuals can be 
‘arrested’ and then ‘charged’. Once charged in England, the case goes to the Public 
Prosecution Service (PPS). 
This is a small example, but in February 2018, I discovered that there were some very 
significant differences to the systems in Scotland and England, which would change the 
direction of my novel. I met with Officer Rachael Burns of the Scottish Police, and not only 
did she correct me on terminology and procedure, but she informed me that because Scottish 
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Law is completely separate from that of England, Carter’s role as an English DCI would hold 
no weight in Scotland. Officer Burns stated that would be like an English police officer 
turning up in Spain and trying to run an investigation.211 She continued to explain that 
English officers may assist in investigations, but they have no official mandate. 
Officer Burns was immensely helpful, but was unaware of the way the Metropolitan 
Police investigated crimes across England. If I had been completely wrong about Carter 
working in Scotland, I had to make sure that her involvement with crimes in other parts of the 
UK was also accurate. I met with Heather Sharpe, who is a retired police officer. She had 
been a Detective Constable with Tayside Police and had also spent time working with the 
Met, and she was able to give valuable insight into how a DCI in London might find 
themselves working cases all over the country.212 
Additionally, I discovered a book by Daniel Donnelly, The Scottish Police Officer 
(2013), which discusses the change that was occurring in the Scottish police force at that 
time, not just with centralisation but also in regards to changing priorities. 
Because of what I learned about policing in Scotland, I had to change a large part of 
the narrative of my novel. I wanted to have a cross-border investigation in order to emphasis 
the English as the ‘other’.213 Plus, I wanted to highlight that my satiric purpose applied not 
only to Scotland, and was about the British higher education system as a whole.214 I needed 
to find a way to keep in the parts of the narrative that I wanted, while building in the fact that 
Scotland and RUK have different policing systems. I also needed to do this without having to 
rewrite the whole novel. 
 
211 Rachael Burns interviewed by Rachel Marsh, 2 February 2018 at Police Scotland HQ Glenrothes. 
212 Heather Sharpe interviewed by Rachel Marsh 8 February 2018 at Coffee&Co in Dundee. 
213 Discussions of the Scottish novel can be found in Chapter Four under ‘Setting, satire, and genre’. 
214 It may seem here that I am contradicting myself. In one statement I want to highlight how the English 
represent the ‘other’ in Scotland, and then I want to denote the necessity of viewing Scotland as part of the 
UK, and thus part of a wider issue in Higher Education. This is very much down to the Caledonian 
antisyzygy, which employs contradictory dualities in novels. For more information on this please see 
Chapter Four. 
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Luckily, my novel is set in November 2013, and in February of that same year the 
entire policing system in Scotland went from individually managed precincts to a centralised 
Police Scotland. In 2013, the sector was in the midst of a massive upheaval, which gave me 
some leeway in the narrative. After playing with different ideas, I decided to use the 
separation of Police Scotland and the English police force as a mirror of the parody being 
included in the campus novel. As there were (and still are) feelings of division between 
Scottish students and RUK students at Scottish Universities due to the fee difference, by 
creating tension between Reekie and Carter I could capitalise on a divided UK.215 In the 
adjusted (and final) version of the novel, I would keep Carter as a police officer with the Met 
who was tracking the killer across the country. But, when she crosses the boarder, her powers 
would be reined in. She can only work on the Scottish case in an advisory capacity. This 
dynamic allowed me to increase the tensions between Carter and Reekie.  
In the original version they work as a strong unit, but their dynamic isn’t very 
compelling. The piece of information that a police officer with the Met has no authority in 
Scotland suddenly provided me with an opportunity to create more conflict. Not only is a 
story line that capitalises on the push and pull of two detectives who are friends – but who 
fight to maintain control of the investigation – an interesting dilemma, but by introducing a 
thread in which the Met decides to internally investigate Carter provides Reekie with an 
opportunity to stand out on her own. By creating this tense situation, Reekie becomes a 
stronger character, one who does not hang on Carter’s coattails. It also allowed me to develop 
Cowley and Beresford’s characters, as they become more involved in the investigation once 
Carter is asked to leave. 
It wasn’t just new information regarding Police Scotland that affected the plot of the 
 
215 A further discussion of how the Scottish and RUK divide is represented in the novel through binaries please 
see Chapter Four. 
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novel. During investigations into forensics anthropology, I discovered my fictitious forensic 
team worked much quicker than in reality. Earlier in this chapter I hinted at this, as I 
explained my conversation with Dr Christopher Rynn. Yet, even before speaking to him 
about facial reconstruction, the forensics MOOC highlighted that there can be a lot of 
different scientists working on one case: soil experts, forensic scientists, and pathologists. 
The information these individuals process can take time, as can collating all the information. 
Yet I wanted to keep the crime fiction element of the novel moving a quick pace, and I 
couldn’t wait for the ‘reports from the lab’ to take several days when the whole story took 
place over five.  
In this sense, I allowed fiction – as opposed to the reality – dictate when forensic 
material would be revealed, but this is where crime fiction world building is forgiving. 
Audiences have become accustomed to make-believe science, and – while the turnaround 
time for the forensics team in my novel is quicker than real anthropologists working on 
murder cases, and the techniques my forensic scientists use may be slap dash compared to 
reality – I did my best to not include too much make-believe science. I allowed the codes of 
crime fiction to overtake technological advances, and I built a world that was true to the 
genre and helped move the narrative forward, while still maintaining a semblance of 
verisimilitude. 
Another part of the crime fiction narrative that I had to change was the amateur 
detectives. Abby, Martha, Barbox, and June represent the novice detectives that were a 
mainstay of the Golden Age of Detective Fiction – the quick-eyed clue hounds who are 
mistaken for curtain twitters. This gaggle of sleuths not only spanned class boundaries, but 
the group originally was to be larger, with Lord Daffyd, Mrs Oxpecker, and Wilson’s wife 
(who in earlier drafts was still alive) sharing the spotlight. The group was to be an old age 
posse that resembled a neighbourhood watch who spent more time arguing than watching. 
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However, their bickering added nothing to the story, and their storylines became pointless 
and difficult to manage. I brought them down to four, and moved June into the periphery, 
using her more for her cottage and as an educational contrast to the Brewster sisters 
(implying that historically, an education was more readily available to middle-class woman 
than working-class). This also allowed me to single out Barbox. Abby could then use the 
investigation of ne’er-do-wells as a pretence for looking into Barbox’s strange activity: 
Miss Abby, on the other hand, was curious about Mr Barbox’s slight change in 
personality. He had never before been the type to give a rousing speech about 
anything. Well, perhaps a particularly innovative train engine, but he had never 
previously shown passion for anything other than mechanics. Either the town had 
inexplicably become important to him, or he wasn’t himself.216 
 
Also, by making Barbox’s activities suspect, it led Abby and Martha to the Creati, and thus 
helping to dovetail the campus fiction and crime fiction genres at the end. By reducing the 
number of amateur detectives, I could develop the amateur sleuthing aspect of the crime 
fiction storyline in a more interesting way. 
I would also like to add that I plotted Abby and Martha’s story as a work of crime 
fiction. Their narratives included a crime (or the assumption of a crime), a mystery, and they 
were seeking to bring the perpetrator to justice. And, despite their investigation leading them 
to the St Lucy’s girls, I don’t see them as part of the satire or as a bridging device linking the 
campus fiction and the crime fiction. Unlike Janet and Lydia Gwilt, whose entire existence is 
pulled from one genre to the other, until Abby and Martha meet the St Lucy’s girls, they are 
not involved in academia. In the end, they help dovetail the two genres, but all of the 
characters’ stories are merging by that part of the novel anyway. 
The final two changes to the overall trajectory of the novel that came about after it 
had already been plotted were the inclusion of satiric messages about journalism and 
historical fiction. As I plotted out the overall narrative arc of the novel, I began to think about 
 
216 The Life and Times of a Doctoral Thesis, p. 79. 
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the practicalities of the crime and how it would be reported, investigated, and portrayed in a 
small town. Realistically, a serial killer attacking people near both a university and a school 
campus would be broadcast in the national media. Then, if a pile of poisoned bodies were 
found, it would most likely garner attention from the international press. Yet, if the story had 
been overrun with journalists, it would have impacted on the novel’s murder plots. 
The solution to the problem was in the campus fiction. An element of contemporary 
education is the internship. Students are often encouraged to take on summer placements, or 
find a placement after graduation as a way to get experience.217 However, many of these 
opportunities are unpaid, meaning that only middle or upper-class students and graduates can 
afford to undertake them. Furthermore, as several graduate level posts prefer to hire those 
who have experience, the internship has become a necessary stepping stone into a career, 
meaning that those who can’t afford to work for free will have a more difficult time moving 
out of working-class employment. This is depicted in the novel through Ryan and Eileen’s 
stories, but adding Paige to the narrative provides a different slant. She is middle-class but 
living with the sons of the elite.218 Paige falls into a situation that allows her to live for free 
 
217 There are several problems with the move towards the mandatory placement. First, it extends the false 
narrative that a university education does not provide students with ‘real world’ experience; second, it 
legitimises the use of free labour. And, third, working-class students are often unable to find or maintain a 
livelihood while on the placement. In ‘What’s Wrong With Required Internships? Plenty’ Matthew T. 
Hora states, ‘In many colleges, the landscape of internships is best characterised as ambiguous, 
unregulated, potentially exploitative, and — for many students — inaccessible.’ 
Matthew T. Hora, ‘What’s Wrong With Required Internships? Plenty’, The Chronicle of Higher Education 
(4 March 2018) <https://www.chronicle.com/article/What-s-Wrong-With-Required/242727> [last accessed 
8 November 2018]. 
218 It was important to have Paige as a woman living with privileged young men, as opposed to a house of 
upper-class women, as those young women – despite their family names and educational background – 
would not have been given the same opportunities as their brothers and male cohorts. In this instance I will 
point to a personal anecdote. I had once worked with a man who due to his family’s generational wealth 
never had to apply for a job. Instead, the done thing was to be set up in business upon leaving school or 
university. When his own two sons came of age, he set them up in business, as his parents had done for 
him. In fact, he provided funding and connections to both sons so that they could play through a string of 
companies. But when his daughter asked for the same consideration, because she wanted to set up a small 
business, he thought she was being ludicrous. His expectation for her was that she would work in a gallery 
or for a non-profit, securing the post through family connections. When the time came for her to marry, 
any allocated funds for his daughter would be used for a wedding and setting up a home. The father told 
me this story assuming I’d find her request as ludicrous as he did. I recognise that not all upper-class men 
view their daughters as nothing more than fodder for marriage, but that conversation has stuck in my mind. 
This highlights the intersectionality of class issues. This scenario is represented through Paige, who lives 
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while building a writing portfolio (despite having no experience in journalism). Additionally, 
she has parents who are affluent enough to fund a gap year and support her when necessary. 
Yet, Paige believes she’s doing it all on her own. She does not reflect upon her own privilege. 
She sees herself as something other than the boys she lives with, but she is closer to their way 
of life than would be Ryan or Eileen, yet she will never have the same opportunities as would 
be afforded to the Eton boys. Paige is also different than Nate, who recognises his privilege 
and feels guilty about it, but does nothing to enact change. Paige is simply unaware of both 
her privilege and her limitations. 
Paige needed to be my one journalist poking around for clues. She needed to exist to 
answer the question ‘why aren’t these murders being reported on in the press?’ But she 
couldn’t be the keen investigative journalist who cracks the case. I wanted her to sit more on 
the campus fiction side of the novel.  
Having long since been frustrated by the dangerous rhetoric spouted by newspapers 
like the Daily Mail and the Sun, as well as the political leaning of many UK newspapers, I 
felt that a parody and satire of journalism would be appropriate. Then 2016 happened, and I 
was awash with comfort in the fact that investigative journalism existed. For without outlets 
such as The Washington Post, The New York Times, Al Jazeera and the BBC,219 unbiased 
reporting on international affairs would be limited in the English language. Journalists, ones 
that make a career on uncovering the best and worst of humanity in order to right wrongs, are 
fighting for their existence. Not just against naysayers, but also against those who wish to use 
 
with men who can be set-up in life by their fathers. And the daughters remain invisible, only mentioned as 
a passing reference in an email to James Alibrandi Snaldernwald. 
219 Since the 2016 referendum there has been quite a lot of debate surrounding BBC bias, with many arguing 
that the BBC supports one side of a political debate (often the side that they are not on). The other 
argument of the BBC is that they are too unwavering in their lack of bias, and that by allowing figures like 
Nigel Farage and Nick Griffin, who both belong to political parties that support racism and xenophobia, 
the BBC is fuelling ideologies that are not supported by fact. However, the very notion that the BBC is 
grappling with these issues (as opposed to blatantly supporting one political party) – as well as their long 
term involvement in reporting global news through the BBC’s World Service – highlights a commitment to 
investigative journalism, and it is the reason why I depicted the BBC editor sympathetically in the novel. 
   R Marsh 114 
the press as a propaganda machine, the unregulated faux journalism websites, and – worst of 
all – budget cuts.  
I set the novel in 2013 and decided to paint a parodic image of journalism as a 
testament of what was to come. In a way, this was the same satiric message I was placing in 
the campus fiction – unchecked privilege in journalistic institutions will limit our information 
and thus hamper our access to a better self and a better society. Those who control the 
education control the masses, and the same could be said of journalism. 
When I wrote the sections on journalism, like the other stories, I wrote it separately. It 
was to be a parody of a young woman with privilege dabbling in a field that could wield great 
power. It was about the loss of respect and honesty for the journalistic profession by a society 
(as represented by Paige) that perceived the trade as a hobby to be taken up between blog 
posts. Once the piece was written, I asked Sharon Wheeler – a Senior Lecturer in Journalism 
and PR at UWE Bristol – to look over the scenes that included Paige. She fact checked the 
terminology and ensured that I was approaching it from a realistic angle. Granted, some 
elements needed to be adjusted for either comic effect, or – as was originally the case – to 
limit the number of journalists investigating the maulings and the poisonings. But, like the 
crime fiction element, I did not want the work to feel unrealistic, or else the satire would not 
hold. So, I constructed a world in which newspaper editors were so jaded that they could not 
be bothered to send a seasoned reporter to a major crime scene, and instead allowed an 
underpaid citizen journalist to do the job. This exaggerated parody built the satiric element of 
the novel and allowed the narrative of the crime fiction to move forward without the 
newspaper reporters getting involved. Plus, because I was careful to use correct terminology 
(for example, with the exception of the Telegraph, ‘broadsheets’ are no longer in existence 
and the phrase has been replaced with ‘the heavies’), the work retained a semblance of 
reality. 
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Like the journalism narrative, the historical fiction came about due to complications 
with other plot points in the novel. Just as the citizen-journalist solved a problem in the crime 
fiction, the stories of the Library of Alexandria, Mary Queen of Scots, and the Scottish 
Reformation helped solve a plot issue with the campus fiction. The idea of the Constructs and 
the Mignoisgean book are rooted in the satire – they are representations of education. The 
Mignoisgean books and Constructs indicate both the honour and dangers of learning. And, 
while the Constructs have existed from the inception of the novel, the Mignoisgean book did 
not. This fictitious book was a way to induce some mystery into the campus fiction so that it 
would mirror the crime fiction in narrative. Two mysteries to solve: who’s murdering these 
people and why is that book so important? 
Furthermore, I may have determined the rules of the Constructs early in the planning 
process, but their backstory didn’t develop until I began writing. As the plot of the 
Mignoisgean book developed, so did the Constructs’ backstories, and from there the 
historical fiction grew. If some of these creatures are ancient, and they are tied to knowledge, 
and they live in a town that was a centre of the Scottish Reformation – which was, in many 
ways, a revolution of education and power, of the masses becoming literate and having 
access to learning – then it made sense that these characters, their book, and their existence 
are routed in these uprisings of the past. Like Ho’s Who’s that Ant? Whose Dead End? – 
which features an elder ant who represents the ancient ways of learning – these ancient 
Constructs represent the role education historically played in revolutions; scenes set in the 
past amplify a satiric message about contemporary education without being a part of it.  
These little sections between chapters provide context and history to the Constructs, 
but they were written as stand-alone pieces that could even be detached from the overall 
novel and published as a supplement. They are only part of the campus fiction in a tangential 
manner. Yes, they support the satiric message, but they are not needed for the political 
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rhetoric of the campus fiction to exist. These sections of historical fiction are an element in 
the novel that is the closest to what is considered world building – that bit of story that is not 
necessarily part of the narrative and sits on its own in a separate channel. 
The last and final piece of the novel that should be noted are the ‘found objects’: the 
maps, the images, the scraps of paper.220 Also included in this are the different fonts in the 
novel indicating texts, emails, blog posts, and other forms of social media. Unlike other 
discussions, which belong to narrative and plot, these found objects and stylistic typography 
are pure world building.  
Earlier in this chapter I noted how the ‘Jabbering Wanda’ short story was written so to 
elicit a response from the reader and make them question whether or not there are clues in the 
short work. All of the found objects should be explored in full because some include 
backstories and hints to help solve mysteries in the main body of the novel – with the ‘Diaries 
of Darrell Rivers’ and ‘So You’ve Met a Construct’ providing much needed information 
about Constructs, and ‘Guides for the Graduand’ acting as an encyclopaedia for those who 
are not familiar with the route to a PhD. The REF emails show the internal politics of 
academia, and Janet’s blog posts are a combination of character development and hidden 
clues. Yet, if each and every one of the found objects disappeared, would the novel be worse 
off? 
It could easily be argued that the novel can be enjoyed without them, yet – if they are 
to exist – they should be read in order. Initially, I had considered including the found objects 
in pockets, so that the reader could pull out a folded map of the town or hold the hastily 
doodled description of Louden’s close. Each pocket would be appropriately labelled and 
slotted into the correct space in the novel. In her essay, Emily Fisher talks about the found 
 
220 I am calling these items and parts of the story ‘found objects’ because the novel is to represent a thesis, and, 
for example, if the author of the thesis was to include photocopies of the Barthomley’s hastily drawn map, 
she would have had to first find it as part of her research. 
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objects in S. (2013) by Doug Dorst and J J Abrams. She states that the ‘inserts are placed in 
the correct locations so that the extra material makes sense.’221 This is similar to the idea I 
had for the found objects in The Life and Times of a Doctoral Thesis. Then Fisher states, ‘if 
the book were to be dropped and the inserts fell out, this would unquestionably change the 
reader’s experience as there is little indication as to where the inserts belong.’222 I did not 
want the reader to discover Darrell’s diaries before they understood what Constructs were, 
and I did not want them wondering why there was a map of Louden’s Close included. A 
major code of crime fiction is mystery, one that the reader can solve, but one that is revealed 
slowly. Reading the found objects out of order would corrupt the genre. It was for this reason 
that I decided to include the items as appendices bound into the back of the novel, with tabs 
for easier access. 
 
Understanding the novel’s structure 
This chapter has examined how I planned and developed the novel by focusing on the 
classification codes of crime fiction and campus fiction, including how parody and satire 
would have an effect on both genres. I discussed the structure of the novel, and the practice of 
plotting a large work of fiction by writing genre storylines as if they were independent 
novellas. I talked about tying together the campus and the crime fiction by moving specific 
characters between the two genres, and how the codes of the Gothic genre and mode acts as a 
bridging device. And, I addressed all of this through the lens of world building, and 
determined when it was more appropriate to base the world on ‘reality’ or on genre tropes. 
This chapter showed the research method for my experiment. It highlighted the 
careful thought process that was used to develop the novel in order to ensure that each genre 
 
221 Fisher, ‘Ghost Reading in Contemporary American Gothic’, p. 5. 
222 Ibid., p. 5. 
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remained separate. This showed how I would plan to test the question, ‘What happens when a 
genre that houses satire sits next to one that doesn’t?’ 
However, this question cannot yet be answered. Chapter Four discusses how the 
satiric message was funnelled through setting and character development, with a final view 
on how this may have had an effect on genre in this particular text. 
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CHAPTER FOUR 
Satiric Purpose and Representations of Setting and Character 
This critical commentary has defined satire, genre, and parody in order to better 
understand how the three concepts can best work together, coming to a conclusion that satire 
is a form of political rhetoric that uses parody as a means of delivering the satire’s purpose. 
Genre has been defined as a literary form that can be classified through recognisable codes. 
By understanding these concepts, it is easier to see how satire can at times sit within a genre 
without being a part of the genre’s classification codes. Moreover, the satiric purpose can be 
a form of dissent and a call to action, and when creating a work of satire one needs to 
understand that the form can have real world implications; therefore understanding the 
validity of one’s satiric purpose is important. All of this information can be used to create a 
novel, which I have done. 
Chapter Three used the information in Chapters One and Two to discuss how and 
why I structured The Life and Times of a Doctoral Thesis as I have, and how I used genre 
codes when world building. It was this world building, in partnership with the genres and my 
satiric purpose, that guided the various plots in the novel. 
What remains to be discussed are the representations of society and culture that are 
depicted in the novel. This is fairly important as my satiric purpose specifically notes that it is 
calling out injustices to minority groups. These minority groups are represented through 
characters, with the setting being a character itself.  
The first section of this chapter will look at setting and ask ‘Is the Life and Times of a 
Doctoral Thesis a Scottish novel?’ And the answer will, in part, be found in a discussion of 
the Caledonian antisyzygy, as initiated by Professor Gregory Smith in 1919, and how the 
setting helps further the satiric purpose. Proceeding setting, I will examine how I specifically 
represented race, nationality, class, and gender in the novel, and how replicating these 
concepts through parody was part of the satiric purpose. 
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Setting, satire, and genre 
In this section, I will talk about why I chose to set the novel in Scotland and in a 
fictionalised version of St Andrews, and how I used the landscape as a blue print when world 
building. This section will include my fidelity to a real and historic parts of Scotland, and 
how the setting added to aspects of the satire through parody. 
The setting of the novel is inspired by St Andrews because of its location, its history, 
and my relationship with the area. Furthermore, by placing the novel in Scotland, it allowed 
me to present an on-going friction between Scottish and RUK students. Scottish and 
European students’ fees are covered by the Scottish Government, whereas English, Welsh, 
and Northern Irish students pay home fees. In 2013, when the novel was set, fees for RUK 
students were at £9000. This is particularly important when exploring Nate and Ryan’s 
relationship: 
‘Yeah. I know it’s not their fault, but it’s kind of unfair that Scottish students get 
a free education and we don’t,’ said Ryan. […]  
Nate realised that Ryan thought he had gone to school in England and was 
paying fees, and he didn’t correct him.223 
 
Attached to this excerpt is a footnote about fees. 
 
In 1998, the Labour government stopped providing free tuition and a stipend to 
all University students, and introduced fees and means tested loans and grants for 
living expenses. Around that same time, the newly devolved Scottish government 
decided to maintain free University in Scotland for Scottish students, albeit the 
stipend would remain means tested. Overtime, fees in England, Wales, and 
Northern Ireland increased, and by 2010, under the coalition government, fees 
rose to £9000 a year. By 2013, there was a large disparity between how much 
Scottish and EU students, RUK (rest of the UK) students, and non-EU students 
paid in fees. The Scots and the EU students paid no fees, RUK students paid 
£9000 a year, and non-EU students paid up to £35,000 per year (with £16,000 
being the average) depending on the University and the subject. Students took the 
same class, received the same treatment, and were provided with the same 
modules, but animosity grew as students began to guess the tuition the person 
next to them was paying. 224 
 
 
223 The Life and Times of a Doctoral Thesis, p. 213. 
224 Ibid., p. 214. 
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This information about fee differences between Scotland and RUK is relegated to a footnote, 
as it simply needed explanation.225 Furthermore, a campus novel set in England would not 
have had the opportunity to discuss disparities between different parts of the UK.  
Additionally, using Scotland as a backdrop meant that I had far fewer locations from 
which to choose. If I wanted to set the novel in one of the ancient Scottish universities – in 
order to further the Construct plot – I only had four options: St Andrews (1412), Glasgow 
(1451), Aberdeen (1495), and Edinburgh (1582). Part of the reason I chose St Andrews was 
because I already had a blueprint in my mind from which to world build. I did my Masters at 
St Andrews; I lived there for a further eight years after finishing my degree, and I have taught 
at the university. Plus, it’s only twenty-miles from where I currently live in Dundee, so I am 
very familiar with the location. 
It should be clear to anyone with a passing knowledge of the area that the novel is 
inspired by St Andrews, even though neither the town nor the university are named. This 
process of fidelity involved a number of rewrites, moving through various possibilities for 
naming and replicating the town. Initially, I considered recreating a faithful version of the 
town, with cartographically accurate street names and buildings; however, this posed 
problems. The first potential issue of depicting a realistic version of the town was whether or 
not to label it, the university, and the school. I did not want the satiric purpose of the novel to 
focus specifically on the educational institutions in the town: the University of St Andrews, 
 
225 I had initially considered making a joke at the end of the footnote about how the move of funds from Further 
Education to Higher Education in 2010 by the Scottish National Party (SNP) has made it more difficult for 
Scottish students from deprived backgrounds to have access to post-secondary education, making the free 
education – in some ways – a benefit for those who could already afford it. Yet, in the end there was no 
joke; it was just more factual information. The previous discussion of Tina Fey’s portrayal of Sarah Palin, 
and how she parodied Palin by using her speeches verbatim, is applicable to me referencing a reduction in 
funding to Further Education without changing the information. The audience of SNL found the replication 
of Palin funny because Palin is a ridiculous human. But would an audience find a dry fact about 
reallocation of funds parodic? Probably not, so the piece about budget cuts to Further Education was not 
included. This is an instance of how parody might further the satiric purpose, but without the readers 
having a grounding in the source material the comedy is lost. 
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St Leonards School, or Madras High School. From the start, I was nervous that it would 
appear I was naming and shaming.  
As noted, the satiric purpose of the novel was to highlight class and gender disparities 
in the British university system, which are being exacerbated by a structure that rewards the 
privileged and are being intensified by the commercialisation of education. I do not feel that 
the University of St Andrews is any more or less guilty than other Universities of 
systematically undermining higher education’s purpose of expanding knowledge and 
research, nor do I feel that the University of St Andrews’ actions specifically lends itself to 
satire. The University of St Andrews is under many of the same financial, bureaucratic, and 
developmental constrains as other Universities in the UK. Therefore, the setting is not the 
town or University of St Andrews. The setting of the novel is inspired by this ancient and 
historic part of Britain, but the satiric purpose addresses higher education in the UK as a 
whole.  
I could have created a fictional location, as did Eric Linklater in White Maa’s Saga. 
He mixed the cities of Aberdeen and Inverness into ‘Inverdoon’ and created the University of 
Inverdoon which was a replication of the University of Aberdeen. This is a common 
technique in campus fiction. Euphoric State University and Rummidge are the settings in 
David Lodge's Changing Places. In both Changing Places and White Maa’s Saga, the 
implied Universities are still visible through the fictitious veneer: Inverdoon as Aberdeen, 
Euphoric as Berkeley, and Rummidge as Birmingham. Linklater had been a student and 
faculty member at Aberdeen, and Lodge a faculty member at both Berkeley and Birmingham; 
therefore, biographic notes would have easily uncovered the locations, even if reader hadn’t 
previously been familiar with the setting. 
In early drafts of the novel, I attempted to disguise the location. I had considered 
using the name ‘the University of St Rule’, but I felt the clear reference to a real city, hidden 
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behind a thin veil of another name, was more of a distraction. So, taking a cue from Kingsley 
Amis’s Lucky Jim, I left the location to be unnamed and only referenced it in a footnote in 
regards to the history of the University system in Scotland. 
[…] because the Scots and the English kept running each other through with 
swords, there were times that it became difficult for young scholars (aka future 
clergy) to travel to France, so they started their own University in the town of St 
Andrews. Scotland has four ancients: (in order of age) St Andrews, Aberdeen, 
Glasgow, and Edinburgh.226 
 
The above footnote gives an accurate yet cynical historic review of the creation of 
universities in Scotland. 
However, due to the English language’s predilection for naming subjects, it became 
very difficult to not name the secondary schools. I found my police officers repeatedly 
talking about the ‘boarding school’ or the ‘comprehensive’, and over time this became 
tiresome. In the end, the schools that are based on the physical footprint of St Leonards and 
Madras were renamed as St Lucy’s and Rogan Josh.  
There are similarities between St Lucy’s and St Leonard’s, yet St Lucy’s is not a 
replication of the real boarding school in St Andrews. There are similarities though. For 
example, St Leonard’s School, like St Lucy’s, is housed inside a large fortified wall, which 
was once home to the University’s St Leonard’s College, and before that it was the grounds 
of the Palace, which was attached to the Cathedral. Other similarities between St Leonard’s 
College and St Lucy’s include the set of houses that sat outside of the school walls (including 
one called The Lodge), which had been rented to postgraduates. Plus, the abandoned yellow 
house, the orchard, the walled garden, and the tunnel that went under the road connecting The 
Lodge and the school were inspirations from real life.227 But the similarities end with a 
physical blueprint. The boarding school was merely a place for characters to live. It gave the 
 
226 The Life and Times of a Doctoral Thesis, p. 89. 
227 The real versions of the buildings that are described in the book, such as The Lodge and the yellow house, 
have since been remodelled or destroyed, as the land was sold to developers in 2011. 
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Creati, Janet, and Lydia a place to live and interact. It provided a reason for Janet to meet 
Rubric, and it provided a space outside of the University for the battle to occur.  
I applied similar principles of world building when developing Rogan Josh, which is 
based on the local comprehensive, Madras High School. Madras is divided into two parts, 
with upper and lower secondary school buildings on opposite ends of town, as is Rogan Josh. 
However, the similarities end there. 
While the two schools in the novel provided a place for characters to live and study, 
the schools were also necessary for advancing the satiric purpose of the novel. I did not feel 
that I could discuss higher education without addressing the route to post-secondary 
education, and using a boarding school and a comprehensive provided two opposing worlds 
of education, which helped to represent aspects of the satiric purpose. 
Like the University of St Andrews, Madras High School is under the same constraints 
and frictions as any school in Scotland, and therefore Rogan Josh is not meant to parody a 
specific school, but to encapsulate problems with moving students from secondary to higher 
education. Both St Lucy’s and Rogan Josh came into form because they provided an already 
existing map of a landscape in which the characters could move, and because they could be 
used as representations of hurdles children face during early education. 
Yet, St Andrews is not the only town in Scotland that has a university, a boarding 
school, and a comprehensive within its parameters. I could have set the novel in Edinburgh, a 
city well known for its gothic surroundings and antisyzygic literatures. Nonetheless, St 
Andrews has something that Edinburgh, Glasgow, and Aberdeen do not – isolation. The town 
of St Andrews has a reputation for being a ‘bubble’. Surrounded by fields and sea, with only 
three roads leading in and out, this town of only 17,000 people228 is the perfect place for a 
 
228‘The Town’, Visit St Andrews <https://www.visitstandrews.com/about/the-town/> [last accessed 8 November 
2018]. 
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series of murders. The location is similar to the isolated mansion, or destitute island, so often 
found in the work of Agatha Christie, such as Murder on the Orient Express (1934), And 
Then there were None (1939), and Evil Under the Sun (1941). Additionally, the historic and 
atmospheric nature of the town adds to the Gothic, which – as has been discussed – was used 
as a bridging genre. The northern lights, the quiet soft crunch of snow, the early darkness 
pierced by light from a window were images that depicted the landscape as inviting and safe. 
But, this same environment would turn harsh with gales, rain, and eventual ice storms. The 
residents wavered between awe and fear, a theme that is not unusual in depiction of Scottish 
landscapes, with examples running from Scott’s Waverley (1814) to recent novels such as His 
Bloody Project (2015) by Graeme Macrae Burnet.  
Some days later, my father and I rose early to catch the low tide. It was a damp, 
still morning. The reek from the houses clung to the ground like a shroud. Dew 
lay thick on the broken ground of the croft. It was out intention that morning to 
gather the sea-ware which, along with the winter’s dung from the livestock, 
would nourish our crops.229 
 
Scottish crime fiction often uses the desolation of the landscape – the uninhabited hill 
or the darkened close of Edinburgh. Ann Cleves uses an isolated backdrop, one that is both 
giving and frightening, as a character in her Shetland series. This landscape, at times, lives a 
silent existence – one that was too quiet: 
Outside it was completely silent. There was no sound of wind. In Shetland, when 
there was no wind it was shocking. People strained their ears and wondered what 
was missing. Earlier in the day there had been a dusting of snow, when with dust 
this covered by a sheen of frost, every special crystal flashing and hard as 
diamond in the last of the light, and even when it got dark, in the beam from the 
lighthouse.230 
 
The Scottish landscape as isolated and unforgiving, yet hospitable to those in the know, has 
become a mainstay of Scottish literature – especially tartan noir. In the novel, I play with this 
 
229 Graeme Macrae Burnet, His Bloody Project (Salford: Saraband Books, 2015) p. 72. 
230 Ann Cleves, Black Raven (New York, NY, USA: St. Martin's Press, 2008) p. 1. 
   R Marsh 126 
idea of forgiving yet harsh, and I paint a relationship between the town and its people, almost 
one of Stockholm Syndrome, a people falling in love with their cruel captor. 
My experience as a resident of the town – and my own love for a place that also made 
me feel trapped – came out in the setting. Returning to the discussion at the top of this 
section, I can argue that my personal knowledge of St Andrews allowed me to build a 
fictional world from an already existing template. In my first year as a Masters student at St 
Andrews, I lived in Albany Park and would often take the walk along the East Sands, up past 
the back of the Cathedral, to the Scores, and to the Poetry House. Not far past this is the 
library where I’ve spent uncountable hours researching not only this PhD, but my MLitt and 
MPhil. Swallowgate is around the corner in a large manner house on the Scores, the home of 
the Classics department, and a building in which I have taught during the summer.  
The map of the town is imprinted in my mind. All I have to do is close my eyes and 
follow the roads. I know where to find snowdrops at the end of winter, bluebells in summer, 
and where the pink petals of the cherry blossoms cover the pavement like confetti. On the 
road into town I can tell when the tide is out, creating a dangerous land bridge between the 
estuary and the forest of Tentsmuir. I know the difference between the broom and gorse, and 
what time of year it lines the roads from the Tay River into Fife. There are the ruins of a loch 
master’s house on an unused dirt path along the braes; it rests just past the small creek’s 
opening to the sea. It’s only noticeable by its hearthstone and stairs to nowhere, and still only 
if you pull back the vines and the moss. 
The town has been transferred from my mind to the page, and it made it easy to 
transport the characters through the town. Janet’s night walk is one that I have done myself 
numerous times. Each character moved through the town, as if following a map.  
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Nate headed out of the library and into the morning sun, passed through the gates 
of Mary’s Quadrangle and jogged across South Street, the chain running between 
his belt and his wallet clinking against his black loose trousers. His heavy Doc 
Martens boots hit the pavement hard as he headed down Church Street and then 
out to Market Street. He pulled the hood of his black jumper over his head as he 
passed by the pub, the Crux, with its frosted windows and lingering smell of pipe 
long after the smoking ban.231 
 
Yet, I had to distort some of the images. For example, in the above passage I note the 
pub ‘The Crux’. There is no such pub. I was thinking of ‘The Keys’ when I wrote the scene. 
This pub is discussed later when Reekie sees someone she recognises inside. She views him 
through an open door, and this wouldn’t be possible with the layout of The Keys. I redrew the 
layout and renamed the pub. This is an example of how a real town changed in order to tell a 
story. And, this change I found problematic. 
Earlier I noted that I wrestled with whether or not to label the town, and the second 
struggle was if I should remain faithful to the layout of the real town and University. I 
rewrote parts of the novel several times, adjusting and amending the street and place names. I 
had difficulty allowing myself to redraw a place so embedded in both Scottish history and my 
own mind.  
Even though the novel was set in 2013, the town is frozen in my mind in 2011 when I 
moved to Dundee. From 2006 to 2011, I lived in The Lodge, behind which was an orchard 
and a decaying yellow manner house. There was a tunnel under a road that connected to the 
boarding school, and a gravel car park where the teachers would leave their cars for the day. 
The English department, where I did my master’s degree, overlooked the Castle, and in my 
first year at St Andrews (2004-2005), I lived in pokey 1960s flats that had blank walls facing 
the sea. Yet, these places – as they existed in my mind – were not fit for purpose. For 
example, while St Leonard’s does back up to the harbour, its eastern wall does not shoot 
down into the water. In reality, there is a wide stretch of land between the back St Leonard’s 
 
231 The Life and Times of a Doctoral Thesis, p. 98. 
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and the harbour, on which there is a road and several houses. Additionally, there are more 
than three entrances to St Leonard’s, none of which are fortified with three-foot thick doors 
covered in fire-proof glazing. But, when I came to write the battle scene, the real dimensions 
of St Leonard’s were not sufficient. I needed the place to be more enclosed, and the act of 
Constructs climbing up the back wall from the harbour added an excitement to the scene. The 
real school has a green with buildings around it, but it has more than one. And I’m sure that 
St Leonard’s wouldn’t allow their children to play with a decapitated head. I took inspiration 
from the original and made it grotesque for the purposes of plot, and in doing this St Lucy’s 
was born. 
Yet, these changes did not come easily. I was adjusting and readjusting the streets, the 
buildings, and the names of the town and the University during the entire writing of the 
novel. But, in the end, I made the decision that some things needed to be distorted, that I 
could not always be faithful to the original. I was world building for a novel, not a memoir. I 
was writing a satire, and satires are grotesque and distorted. 
While I stated above that I do not feel that the University of St Andrews merits satire 
any more than other institutions, it is, however, ripe for parody. The royal connections that 
have given it commercial status, the archaic traditions, and the class divide provided 
opportunities for distortion and carnivalesque representations. These parodies provided useful 
when imposing discussions of class and privilege in the satire. 
As stated in Chapter One, parody is the mimicking of another form or concept in an 
exaggerated and ridiculous manner that uses a form of irony to twist the replication of the 
original; whereas, satire can act as a universal call for change, one that attacks human nature, 
or it can call out specific social or political actions. The parody is needed to highlight the call 
to action in the satire. This is seen in the setting of the novel, and how the actual land and the 
town are integrated into the story. For example, selling of land to the highest bidder, and 
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creating ridiculously elaborate plans to fit large luxury units into small gardens is a distorted 
representation of an out of control property market.  
‘This man secured planning permission to build a three-story block of 
flats in a six hundred square-foot patch of grass in someone’s back garden. 17th 
century cottages surrounded the area. I tell you, this old boy can get anything 
through the council.’ The Englishman with the bio-winding watch stepped over a 
puddle. 
‘The ground floor was narrow. We had to build upwards. Each flat getting 
wider. The penthouse spread over the top of the cottages next to it. A few people 
complained, but it was no bother. We scuttled past the barriers,’ said the round 
Scottish man named Theodore Heygate, who had a developed a dewlap as he 
aged.232 
 
The above excerpt is parody. But, when it is set next to a narrative in which locals are moved 
out of town to make way for tourist accommodation, the elderly are scammed of their homes, 
and working-class students have to go into debt in order to pay rent during their studies, it 
becomes satire. These issues are not unique to St Andrews or Scotland, as student housing 
and real estate profiteering is a problem in many university towns across Britain face. 
The University of St Andrews is also ripe for parody due to their strange traditions 
(Sultana Sunday is a renaming of their famous Raisin Weekend). Without much distortion, 
these traditions seem ridiculous to those who did not attend St Andrews, but when placed 
next to a university administration that wishes to turn the institution and its history into a site 
for luxury tourism, it becomes satiric. As noted, the University of St Andrews is not more 
prone to the encroaching free market of education than other institutions, but its silly 
traditions represent the sleight of hand so many higher educational institutions are utilising. 
Point students towards fun traditions and extra-curricular activities to distract from a larger 
systematic dismantling of academia. Once again, this is a tactic used by most institutions of 
higher education, and the traditions of one ancient university only help to push a larger satiric 
purpose about the UK as a whole. 
 
232 The Life and Times of a Doctoral Thesis, p. 44. 
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Finally, as I developed the story for the Mignoisgean book, the town of St Andrews as 
a seat of learning and power became more important. As touched on in Chapter Three, these 
historic elements not only told the backstory for the Constructs, but they helped develop the 
town into its own character. Despite the novel being set in the winter, I wanted to depict a 
varied landscape that could transform depending on light and weather, time and history. I 
wanted the town to be constantly moving and shifting. Even though a street may remain static 
(these are not moving streets like the Hogwarts moving staircases), I wanted it to feel as if the 
characters were wandering through an ever-changing landscape, as if the town was morphing 
around them.  
 This was accomplished by adjusting single spaces so that they looked different at 
various points in time, and the historic sections were particularly useful for this. The ashen 
face of Patrick Hamilton on the clock tower above the site of his death is a local legend, and 
that gruesome moment in history provided a stable point of reference for the town in the 
novel. I rewrote the martyrdom of a Scottish reformer in order to advance the narrative of the 
novel, and used the real myth to anchor the town in time. So, first the novel depicts Patrick 
Hamilton’s face in ash, then later, as Janet and Ralph run past the Sally’s Chapel tower 
attempting to escape the hordes of Constructs, that face looks down upon them. This face 
anchors the town, but the reader should be aware that the image of the chapel and North 
Street change depending on the moment. Additionally, the sky moves through colours, 
shadows shrink and expand, and the snow covers the pavement transforming the area. The 
isolated place where these inhabitants live moves about them, as if alive. The town is both 
solid and liquid, stable and changing, and it is part of duality of the Caledonian antisyzygy.  
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The Caledonian antisyzygy 
The term, ‘Caledonian antisyzygy’ was first coined by Professor Gregory Smith in 
1919 and defends a Nation whose identity has a history of contradictions.233 He argued that 
Scotland was particularly prone to conflicting doubles existing in a single space:  
Perhaps in the very combination of opposites […] we have a reflection of the 
contrasts which the Scot shows at every turn in his political and ecclesiastical 
history, which is another way of saying that he has made allowance for new 
conditions, in his practical judgement, which is the admission that two sides of 
the matter have been considered.234  
 
Smith adds that, ‘Oxymoron was ever the bravest figure, and we must not forget that 
disorderly order is order after all.’235 Smith coined this the Caledonian antisyzygy. 
Professor Smith sets out to free Scottish literature from that of English literature 
through, what the first chapter of his book titles, ‘Two Moods.’ These two moods allow 
Smith to interpret a diverse and varied culture as a single entity, one standing alone from its 
neighbour to the south. Smith’s statement references Burns in an attempt to define a 
longstanding Scottish zeitgeist that he claims differs from the literature of England, ‘This 
mixing of contraries - “intermingledons,” to recall Burns’s word - helps to explain the 
presence of certain qualities which have come to be considered as characteristic of Scottish 
literature’.236 
 
233 David Torrance in ‘Scotland’s Progressive Dilemma’ investigates Scotland’s complicated and contradictory 
identity as seen through the history of politics. He states, ‘The 1707 parliamentary union between Scotland 
and England created not only a multinational state but a constitutional palimpsest under which all Scots 
could not help but possess a dual identity, simultaneously nationalist and unionist, Scottish and British.’* 
This contradictory identity continues in contemporary politics. Torrence describes the SNP: ‘Of course, 
there were contradictions within this Nationalist narrative: it was antinuclear but pro-Nato; committed to 
free university tuition but content to cut grants and college places; pro-EU but opposed to the single 
currency, Common Fisheries Policy and increased centralisation.’** While the SNP did not have enough 
of a mandate in 2014 to achieve independence, I do feel that the contradictory ideology, as explained by 
Torrence, infiltrates into the Scottish identity outside of politics and across party politics. 
* David Torrance, ‘Scotland’s Progressive Dilemma’, The Political Quarterly (January–March 2017) Vol. 
88 (1) p. 52. 
**Ibid., pp. 55-56. 
234 G. Gregory Smith, Scottish Literature, Character and Influence (London: Macmillan and Company, 1919) 
pp. 4-5. 
235 Ibid., p. 5. 
236 Ibid., p. 34. 
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In the last hundred years, the term ‘Caledonian antisyzygy’ has since become 
embraced by Scottish literary scholars.237 The antisyzygy model – opposing binary forces 
represented as a singular – as initiated by Smith, has been applied to discussions of Robert 
Louis Stevenson’s Strange Case of Dr Jekyll and Mr Hyde (1886) and James Hogg’s The 
Private Memoirs and Confessions of a Justified Sinner (1824), and has since been used to 
describe various contemporary authors including Alistair Grey and Ali Smith.238 It is from 
this model that I have drawn inspiration for my novel. I have opted for Gregory Smith’s 
original concept and Linklater’s model of the Caledonian antisyzygy. 
Smith coined the phrase to discuss the dual representations of a nation, and an identity 
that felt both emboldened to another country and separate from it. He used the term to depict 
a nation that found honour in the piety of the Scottish Reformation and the wonder of the 
Scottish Enlightenment. He argued that the literature of Scotland was supported by 
conflicting ideologies that work together to create a singular. He argued that this was a 
particularly Scottish quality and points to the work of Burns, Hogg, Stevenson, and Scott. 
Whereas, Linklater defends a Scottish literary culture that celebrates narratives that 
reflect opposing stories. Linklater’s antisyzygic approach can be found in his novel Magnus 
Merriman (1934), in which the beauty of the setting, the friendliness and enthusiasm of the 
 
237 Smith’s work generated a series of responses that would continue for decades to come. Most notable is the 
work of Hugh MacDiarmid, who attempts to revive the Scots language as a commonality within the 
Nation’s literature. The discussion continued, with the premise picking up momentum again after 
devolution. Patrick Crotty reviews the poetry of Edwin Morgan in ‘That Caledonian Antisyzygy’,* and 
Dietmar Boehnke places the discussion of the Caledonian antisyzygy in the context of British literary 
identity in his essay, ‘Double Refraction: Rewriting the Canon in Contemporary Scottish Literature’** In 
2004 Robert Crawford ensures Scotland’s place in a discussion of British culture, and notes the Caledonian 
antisyzygy in his piece ‘Dedefining Scotland’.***  
* Patrick Crotty, ‘That Caledonian Antisyzygy’, The Poetry Ireland Review (Winter, 1999) No. 63, pp. 89-
93. 
** Dietmar Boehnke, ‘Double Refraction: Rewriting the Canon in Contemporary Scottish Literature’ 
Refracting the Canon in Contemporary British Literature and Film, ed. by Susana Onega, Susana Onega 
Jaén, Christian Gutleben (Amsterdam, The Netherlands: Rodopi, 2004) pp. 53-68. 
*** Robert Crawford, ‘Dedefining Scotland’, Studying British Cultures: An Introduction, ed. by Susan 
Bassnett (Psychology Press, 2004) pp. 88-102. 
238 For a fuller discussion of the Caledonian antisyzygy, including Linklater’s interpretation, see Appendix 
Three. 
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local people, and the excitement surrounding academic and political debate, is juxtaposed 
with a rough satiric statement that is both for and against Nationalism and Imperialism.239 
The Caledonian antisyzygy (through the idea of being both a Nationalist and Unionist) is at 
the centre of his satiric purpose. 
I took inspiration from Smith and Linklater: Smith’s theory of duality, and Linklater’s 
manner of creating the dualities to use in satire. Sets of two appear throughout my novel: two 
aunts (one the clued-up sleuth, the other a quiet contemplator), the two sets of school students 
(the boarding school and the comprehensive) each representing two different versions of 
education, the good ECR (Janet Artemis-Smith) and the evil ECR (Lydia Gwilt), the English 
detective and the Scottish detective (Carter and Reekie), and one ‘rich’ and one ‘poor’ 
undergraduate student (Nate and Ryan). Throughout the novel, for each character, I attempted 
to create his/her opposite, yet I was careful not to develop the characters as opposing forces, 
but instead each character held both similar and contradictory expressions, interests, and 
intents to their double. For example, commonalities between Janet and Lydia include the fact 
they are not Scottish, they both have been marginalised from the academic community, and 
they both find themselves facing precarious employment. However, where Janet comes from 
a history of kindness and her search for betterment is not to the detriment of others, while 
Lydia is overwhelmed by a system designed to hold her back, and she becomes the evil that 
surrounds her. In the novel, one of the Admin Assistants states, ‘There’s two types of people 
in the world. Those that hurt others when times are tough, and those that hurt themselves.’240 
The Admin Assistant makes this statement when asked about Hardy, Brown, and Miller, but 
it was a quiet reference to Gwilt – a person who hurts others when times are tough. 
Additionally, Reekie mentally notes an investigation at the University on which she had been 
 
239 Linklater argues for a case of Nationalism as a way to keep India in the Empire. He became a Nationalist 
with the hope that each of Britain’s colonies (with Scotland included) would become an independent state 
under a larger Federalist umbrella of the Empire. 
240 The Life and Times of a Doctoral Thesis, p. 377. 
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the lead detective. A full-time lecturer, Bannoch, was suffering from mental health issues, 
and despite his own declining health he continued to take on projects in the department – 
including pastoral roles. The burden became too much and Bannoch took his own life.241 
Throughout the novel, Lydia Gwilt and Janet are dualities, but – in this instance – Gwilt and 
Bannoch represent two outcomes that stem from one action; Gwilt hurts others when under 
pressure, but Bannoch harms himself. 
These dualities run throughout the novel, and even Hazel is a dichotomy of her own 
existence – the monster who kills and the saviour who attempts her own deconstruction. 
In fact, these dualities are quintessential to the satiric element of the novel. As stated 
previously, the purpose of the satire is to draw attention to the commercialisation of higher 
education, and how that is having an effect on marginalised classes. In its current state, 
higher education in the UK is in a state of duality. It is a public entity with a focus on public 
betterment through research and education. However, it is slowly changing into a commercial 
enterprise that sells products such as education, research, housing, events, and adventures. It 
is both commercial and public; it is a peddler of experience and a provider of. Higher 
education is the two-faced monster. 
 Furthermore, inspired by how Linklater uses Scottish dualities to imply a larger 
satiric purpose, I too am using antisysygy to highlight a satiric message. In my novel I wish 
to call attention to how a change in higher education’s purpose (from a public sector entity to 
a private business) is impacting researchers, students, and staff at universities, as well as 
society as a whole. Shannon, the library security guard, is a representation of an ideology that 
supports a notion that capitalism will set her free, that money is more powerful than 
knowledge. Whereas, her own daughter, Ralph, supports an ideology that turns its back on 
 
241 The Life and Times of a Doctoral Thesis, p. 498. 
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the free market, that is comfortable with an open exchange of knowledge; Ralph sees 
education as a powerful tool. 
What I find interesting about the Caledonian antisyzygy is how it is interpreted 
depending on the reader. Over the years, I have discussed this concept in classes I have 
taught and at conferences. Anecdotally, I have noticed that when it is discussed with those 
who are not Scottish, the response is often, ‘All literature is dual’. Whereas, Scots 
immediately take to the idea, and they rarely insist that an antisyzygic form is applicable to 
all literature. This response is interesting as it might provide insight into how Scottish 
literature is viewed based on culture. Yes, antisyzygies can be found in literatures all over the 
world, and – while it is not solely attributed to Scotland’s fictions – it may very well be a part 
of it.242 Furthermore, one may need to be engrained in Scottish life to recognise it as 
something ‘outside’ of Britishness. This is where that duality once again lies: Scotland as a 
world that is part of Britain and outside of it. 
 It is from this that I draw inspiration for tackling the ‘Scottishness’ of my novel. The 
setting, the intermittent Scots, and the discussion of the Scottish university system (as part of 
the UK and separate from it) place this novel within a Scottish canon. Its questioning of itself 
is the antisyzygy that makes it Scottish, despite my own discomfort in it being labelled as 
such. Perhaps this stems from my personal political stance. Perhaps, it is because of my own 
placement in Scotland, a resident for fifteen years, but eternally damned not to be a part of it 
due to birth and upbringing. Perhaps it is due to the manner in which I completed this project, 
regularly crossing the border – a resident of Scotland and a student and employee in England. 
 
242 Smith notes that while the Scots are not the only nation to have antisyzygic text, it is prevalent in their work. 
He says, ‘Scottish literature has no monopoly of this, which is to be found in the best work everywhere, 
and is indeed a first axiom of artistic method, no matter what processes of selection and recollection may 
follow; but in Scots the zest for handling a multitude of details rather than seeking broad effects by 
suggestion is very persistent.’ 
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 In order to reconcile my own conflicting feelings about labelling the work as Scottish, 
which in itself is antisyzygic, I look once again to Eric Linklater. In my MPhil, I suggest that 
Linklater: 
[…] found pride and interest in a Scottish and Orkadian heritage, but chose to 
write against a larger global backdrop. He identifies with a Scottish heritage, an 
English language heritage and a British allegiance.243 
 
 Like Linklater, I have created a Scottish novel that welcomes its heritage while also 
agreeing to be part of a larger British discourse. A have implanted into the novel a satiric 
purpose that stretches beyond Holyrood and includes ideas that reflect a larger British 
society; yet, I cannot help but erect a town that acts as a Scottish character. In my wavering 
of Scottishness, I encompass the Caledonian antisyzygy. I am proud to call Scotland my 
adopted home, but I am also honoured to have a British passport. Yet, this is not my only 
nationality, as I am a dual national of the US and the UK, and an author on two Continents. 
However, I am assimilated enough to know that even though I have a passport with a lion and 
a unicorn across the front, I will never truly be British, and that the Scots may call me a sister 
then rebuke me for my dislike of bagpipes and Lorne sausage. This duality in classification 
(of both the author and the novel) is the Caledonian antisyzygy, and it runs through the novel, 
encompassing every character.244 
 
Character – Ensemble Cast 
I created a novel with no single protagonist. It is to be a collection of experiences of 
higher education, and because it is a work of satire, the novel relies on distorting truth for 
exaggeration and to question perceptions: both the reader and the characters’ perceptions. For 
example, Reekie and Carter investigate the same murder, yet they each begin to view 
 
243 Marsh, ‘The Nature of Appropriation’, p. 182. 
244 A detailed discussion of the history of the Caledonian antisyzygy is noted in Appendix Three. 
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situations from different realities. Their confusion is encouraged by interference from others, 
and they even disregard one another’s loyalty. As this schism between Reekie and Carter 
develops, the reader – despite having an inkling as to who is responsible for the mutilations – 
should also begin questioning the Detective’s roles in the investigation. This layering of 
perception not only builds tension between the two characters, it encourages the reader to 
continue with the novel in order to find out if Carter or Reekie are involved in the murders.  
As for perceptions of higher education, Francine Buchmanner and Hodgson Minchin 
view their relationship from opposite realities, with Minchin never coming to terms with his 
role as an abuser, and Francine never recognising her mental illness. This relationship is then 
replicated in Janet and Minchin. The dual narrative – questioning of the real and the 
misperceived – helps drive both the parody and the satire. These supervisor/student 
relationships are inflated for parodic effect, which then emboldens an aspect of the satiric 
purpose – to highlight the power dynamic upon which the UK postgraduate system is built.245  
Throughout the novel, individuals are paired into sliding binaries like animals 
entering an ark, with the outcome being the creation of a complex society.  
Yet, not all characters are created equally; some take more of a centre stage than 
others; some are provided with backstories, while the past lives of others are open to 
interpretation. As touched on in Chapter Three, characters where placed into genres, with 
some moving the narrative of the crime fiction forward, while others helped support the 
satiric purpose through the campus fiction. 
 Each character has a purpose.246 The novel is an ensemble cast telling a single 
narrative through diverging and, at times, conflicting points of view. Furthermore, using a 
 
245 A fuller discussion of the imbalance of power in Higher Education can be found in the ‘Bullet Manifesto’ 
section of this thesis. 
246 As noted in a previous chapter, I included found objects and side stories that were of no consequence to the 
narrative. However, unlike the found objects, each character exists to move the story or the satiric purpose 
forward in some way. Lord Daffyd, for example, may have provided the ‘Jabbering Wanda’, which is a bit 
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collection of characters – as opposed to a single protagonist – helped develop larger themes 
such as race, nationality, class, and gender. One single protagonist could not have touched on 
each of these themes without it appearing to have been an exercise in tick box management. 
It is here that we will begin discussing each of these themes and how the characters 
represented the relationships between higher education and race, nationality, class, and 
gender. 
 
Character – Race 
The following section will discuss race in of the novel, including how race is part of 
the satiric purpose and how this is represented through specific characters’ race. However, in 
order to address why I made the decisions I did when writing the novel, I must start by 
discussing whether or not – as a white author – it is my place to include race in the novel, and 
what characters are from ethnic minority backgrounds. I will look at how people of colour are 
represented in campus fiction and crime fiction, and discuss my own writing as part of a 
larger debate about the representation of marginalised people in literature.  
First, racial labels are loaded with nuanced cultural and historical implications that 
can change depending on the user, and I felt that selecting the most appropriate terminology 
would highlight the care I took when touching on the subject of race in the novel. The 
quandary I faced when determining what vocabulary would be appropriate for a discussion of 
race can be found in Appendix Four, where I delve into both critical race theory and 
intersectionality, as well as current terms used by the government and in literature, in order to 
determine how I would approach the topic. 
 
of a side track without purpose, but his character exists to point Martha and Abby towards the property 
developers, which moves the plot forward. 
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After much debate I have decided to use the term people of colour, and when 
referencing specific ethnic cultures, I will defer to the list in the Scottish census.247 On the 
occasion that I am specifically referencing British people of colour,248 I will use the acronym 
BAME. 
 It may seem odd there are several pages of an Appendix dedicated to querying correct 
terminology, as this could have been reduced to a short footnote stating that I will use an 
anglicised version of an American phrase. But, that is what I wanted to avoid in the novel and 
in the critical commentary, discounting the importance of terminology in regards to the 
representations of a people.  
 In this same vein, this entire section will be overshadowed by the question, should I 
be the author to address race in higher education? In 2014, Reni Eddo-Lodge wrote a blog 
post entitled ‘Why I’m No Longer Talking to White People about Race’. It has since been 
picked up and discussed by major news outlets, and is now a bestselling book. In the blog, 
she states:  
It’s not really surprising, because they’ve [whites] never known what it means to 
embrace a person of colour as a true equal, with thoughts and feelings that are as 
valid as their own. Watching ‘The Color of Fear’ by Lee Mun Wah, I saw people 
of colour break down in tears as they struggled to convince a defiant white man 
that his words were enforcing and perpetuating a white racist standard on them. 
All the while he stared obliviously, completely confused by this pain, at best 
trivialising it, at worst ridiculing it.249 
 
I do not want to be that white person – someone who is defiant that my race grants me the 
right to determine another person’s lexicological existence, or that my ancestry allows me to 
decide if another person’s history is worth being noted. I wrote this dissertation and the novel 
 
247 For a fuller discussion of how I referenced the census in relation to for Chapter Four see Appendix Four. 
248 It should be noted that ‘people of colour’ includes a ‘u’. The ‘u’ anglicises the term so that its spelling 
matches the rest of this dissertation. 
249 Reni Eddo-Lodge, ‘Why I’m No Longer Talking to White People about Race’, The Guardian (30 May 2017) 
<https://www.theguardian.com/world/2017/may/30/why-im-no-longer-talking-to-white-people-about-
race> [last accessed 9 November 2018]. 
The Guardian piece is an edited extract from Reni Eddo-Lodge’s post by the same name published by 
Bloomsbury Circus. 
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afraid of an unchecked arrogance, one that I thought was under control, but that might have 
been brimming beneath the surface. After three and half years of thought, I’m still not sure 
I’m using the right words. And, after having written over a thousand pages of a novel, I 
worry that I am not the right person to have created characters who are people of colour. 
 However, despite my own qualms, I have included people of colour in the novel 
anyway. The next part of this section will discuss why I have chosen to do so and how they 
fit into the narrative. 
 Scotland is becoming more racially varied with 4% of the Scottish population 
identifying as people of colour in the last census (2011), which is up from 2% in 2001 and 
1.3% in 1991.250 Yet, the increase of people of colour enrolled in higher education is much 
less than that of white students,251 and people of colour are being excluded from access to 
positions of power in higher education.252 More people of colour are obtaining undergraduate 
degrees than in the past, but these numbers drop for postgraduate.253 As is the case with 
women in higher education, people of colour, especially women of colour, are being 
promoted to fewer senior level academic positions.254 Due to this imbalance, it would have 
 
250 Note, the census uses ‘non white’.  
Scotland’s Census <http://www.scotlandscensus.gov.uk/ods-web/area.html> [last accessed 9 November 
2018]. 
251 77.1% of entering undergraduates in 2015/2016 were white, and 79.8% of those entering postgraduate in that 
same year were white. 
‘First year entrants onto postgraduate degrees’, Higher Education Statistics Agency, last updated 1 March 
2018, <https://www.ethnicity-facts-figures.service.gov.uk/education-skills-and-training/apprenticeships-
further-and-higher-education/first-year-entrants-onto-postgraduate-degrees/latest> [last accessed 9 
November 2018]. 
252 See Appendix Two, which shows the research that went into developing the satiric purpose. 
253 Between 2012/2013 and 2016/2017 the number of people of colour enrolled in higher education increased by 
47,780 students, which is 12.97%. However, the number of people of colour who were enrolled in a 
research postgraduate degree only increased by 8.24% between 2012/2013 and 2016/2017. 
‘HE student enrolments by personal characteristics (2012/13 to 2016/17)/ Who's studying in HE?’, Higher 
Education Statistics Agency (HESA) <https://www.hesa.ac.uk/data-and-analysis/students/whos-in-he> [last 
accessed 9 November 2018]. 
254 The Guardian cites the HESA who ‘has recorded no black staff as “managers, directors and senior officials” 
in the last three years. A 2015 report from the Runnymede Trust showed that just 0.5% of professors are 
black. At the highest level, there are just three BAME vice-chancellors in the UK’s top 50 universities - 
University of Surrey (Max Lu), Soas (Baroness Valerie Amos) and the LSE (Dame Minouche Shafik).’* 
The HESA’s website lists only 35 of the 495 Managers, directors and senior officials as not white.** 
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been delinquent to not include people of colour in a novel that seeks to address barriers to 
marginalised groups. 
Also, by including people of colour in The Life and Times of a Doctoral Thesis, I am 
helping to diversify the campus novel. People of colour have historically been missing from 
the genre. Jeffery S Markovitz in his PhD dissertation, ‘Loneliness in the Gold: The 
American Campus Novel and the Corporatization of the University’ (2017) points out that in 
the genre, ‘Most student protagonists are male, come from affluence (or, at minimum, are not 
primarily concerned with economic survival), are heterosexual, Protestant, and of European 
descent.’255 While this is changing, with works like Zadie Smith’s On Beauty (2005), The 
Collective (2012) by Don Lee, and Erasure (2001) by Percival Everett addressing the 
multifaceted ways in which race interacts with higher education and/or being an academic, 
the genre has historically been dominated by white characters. 
I also felt it was important to represent people of colour in the crime fiction part of the 
novel. British crime fiction is lacking BAME detectives, with few notable exceptions. Amit 
Dhand and Abir Mukherjee’s work features Asian protagonists, and Ben Aaronovitch’s 
Rivers of London series features a Black detective.256 Yet, representation of people of colour 
in crime fiction is not growing as quickly as the crime fiction market itself. Two competitions 
have been put into place to address the issue. The Jhalak Prize ‘seeks out the best books by 
British/British resident BAME writers and awards one winner £1,000’257 and has been 
running since 2017, with Jacob Ross winning with The Bone Readers in the first year. In 
 
*Coco Khan, ‘Do universities have a problem with promoting their BAME staff?’, The Guardian (16 
November 2017) <https://www.theguardian.com/higher-education-network/2017/nov/16/do-universities-
have-a-problem-with-promoting-their-bame-staff> [last accessed 9 November 2018]. 
**‘All staff (excluding atypical) by equality characteristics/ Higher Education Staff Statistics: UK, 2016/17’, 
Higher Education Statistics Agency (HESA) <https://www.hesa.ac.uk/news/18-01-2018/sfr248-higher-
education-staff-statistics> [last accessed 9 November 2018]. 
255 Jeffrey S. Markovitz, ‘Loneliness in the Gold: The American Campus Novel and the Corporatization of the 
University’ (Doctor of Philosophy, Indiana University of Pennsylvania) p. 37. 
256 Aaronovitch himself is not BAME. 
257 ‘Jhalak Prize’, Media Diversified <https://mediadiversified.org/about-us/jhalak-prize/> [last accessed 9 
November 2018]. 
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2018, Harvill Secker and the Bloody Scotland crime fiction festival have launched a 
competition to find a debut BAME crime writer. Harvill Secker’s editorial director Jade 
Chandler stated, ‘While the crime writing community is diverse in many ways, it lacks 
authors from BAME backgrounds.’258 The fact these two prizes have been created indicates a 
need for better representations of people of colour in crime fiction, and – even though I am 
not a BAME writer – through The Life and Times of a Doctoral Thesis I wanted to help 
create a more ethnically diverse literary landscape.  
This next section will discuss in more detail how the characters who are persons of 
colour helped move the narrative forward, their interactions with the genres, and how they 
were integral to the satiric purpose. The discussion will start with how the characters’ race 
was introduced, and then move onto how they interact with the genre and are a part of the 
satiric purpose.  
The way race is indicated in the novel is important. For example, announcing one 
character as an ethnic minority (especially if the announcement uses stereotyping to do so) 
while not treating the white characters in the same manner has the effect of singling out the 
person of colour as the ‘other’. I struggled with this very problem. I did not want to frog-
march my characters centre stage and provide a list of stereotypical ‘ethnic’ features to 
indicate their race. Yet, part of their existence – or at least in Janet’s case – was that they 
were outsiders: an African American woman in a white British male environment. I had to 
balance the storytelling in order to represent a world in which people of colour are forced to 
navigate a system that benefits another race, without treating them as a token character.  
When declaring the race of certain characters, I chose not to do it through physical 
description but through the satire or (as was the case with Reekie) through brief backstories 
 
258 Katherine Cowdrey, ‘Harvill Secker launches BAME crime writing competition’, The Bookseller (7 June 
2018) <https://www.thebookseller.com/news/harvill-secker-and-bloody-scotland-team-address-deficit-
bame-writers-crime-fiction-800796> [last accessed 9 November 2018]. 
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and interactions with other characters. In the novel there are a number of characters who are 
people of colour and/or BAME. The two named black academics are Janet Artemis-Smith 
and Dr Charlotte Gilman, and Parinita Reekie is of Asian ethnicity. A number of unnamed 
characters are people of colour, including three of the victims of poisoning: ‘All where 
Caucasians with the exception of two individuals: one of Capoid (African) ancestry and one 
of Mongoloid (Far Eastern) ancestry.’259 260 261 Additionally, there is a veiled Masters 
student, but wearing a hijab does not preclude one from being white or British. Representing 
people of colour in higher education, and thus eliminating the campus fiction fantasy of the 
white haven, was necessary for furthering the satiric purpose of the novel. 
The ethnicity of Janet, Reekie, and several other characters are explicitly stated,262 but 
Dr Gilman’s identity is implied. Gilman is talking to Reekie about leaving the University: 
‘I’m leaving because there are only seventeen people in the country like me 
who’ve made it to professor, and I don’t like the odds.’ She said. ‘You ask where 
I’m going? The only place a feminist can find work in today’s world, with the 
Canadian government.’263 
 
259 The Life and Times of a Doctoral Thesis, p. 291. 
260 A list of all the poison victims are included in the novel’s Appendix Thirteen on page 1096, but race and 
gender are not included in the list. 
261 Dead unnamed people of colour in the novel do add to the silencing of marginalised communities in 
literature, in that these characters have no name, no voice, and no life. However, if all the victims of the 
poisoning had been white, it would have portrayed a faculty that had no diversity. By including three 
people of colour in with the other poison victims, I’m representing a diverse community of struggling 
Early Career Researchers. 
262 I did not necessarily want to lead with Janet’s race, so while it was implied early it the novel, it was not 
explicitly stated until page 834 when Rubric went to the library looking for her: ‘“Oh her? The black 
American girl,” said the woman. “She works with Wilson on the Electric Thesis thingy.”/”Yes, that’s her,” 
said Rubric, uncomfortable the woman had mentioned Janet’s race.’ 
263 In 2015 a report was widely circulated that stated there were only seventeen black female professors in the 
United Kingdom.* In research for this thesis, I have been unable to find the 2015 report. I have found the 
2017 Runnymede Trust report that says, ‘HESA data, there are around 350 Black female professors in the 
UK, out of a total number of 18,000 professors across the UK, meaning that Black women make up less 
than 2% of the professoriate in Higher Education.’** What this could indicate is that between 2015 and 
2017 the number of black female professors increased dramatically; however, I seem to doubt that is the 
case. Instead, I suspect that the number 17 was taken out of context by news sources. Taking the supposed 
2015 reports out of the equation, 2% is small and shows an issue with representation. The best way to 
encourage more BAME, and BAME women, to attend higher education is through visible role models, and 
with many university departments not having any or few BAME female professors, this lack of 
representation will have a trickledown effect for undergraduate enrolment of minorities. 
*Richard Garner, ‘UK study finds just 17 black female professors’ The Independent (3 February 2015) < 
https://www.independent.co.uk/student/news/uk-study-finds-just-17-black-female-professors-
10019201.html> [last accessed 9 November 2018]. 
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This passage references a report from 2015 that stated there were only seventeen black 
female professors in the UK. This is an example of how the discussion a race supports the 
satiric purpose, which – in itself – is a call for change, one that openly dissuades the further 
marginalisation of minorities in higher education by lampooning these types of imbalances.  
Perceptions of Janet’s race by other characters are also suggested in the novel. There 
are implications that Janet is being profiled during the mauling investigations, which should 
prompt the reader to ask why Janet is being targeted as a suspect when her white male British 
flatmates are not? Moreover, Reekie’s backstory of being a first-generation British citizen 
with Bangladeshi parents provides a further context to the overall discussion of race in 
Scottish/British society. Reekie’s ethnicity is (like Gilman) not overtly stated. Carter 
comments on the meaning of Reekie’s last name (Scots for ‘smoky’), and Reekie replies that 
it is her married name. Reekie adds, ‘I thought it would raise fewer questions on job 
applications,’ 264 thus implying previous discrimination due to her surname. Reekie’s heritage 
is briefly touched on again when she contemplates Carter’s theory that a wirrimirkenin may 
be the killer: 
Parinita Reekie recalled the stories she grew up with. Stories from her parents’ 
homeland of Bangladesh. When she was little, her mother often said that a Daaini 
would get her if she wandered off.’265 
 
This is a situation in which a second reading of the novel may take on a different meaning. 
When Carter first makes a statement about Reekie’s surname, the reader may take it as an 
 
**Iyiola Solanke, ‘Black Female Professors in the UK (March2017)’, The Runnymede Trust, (March 2017) 
<https://www.runnymedetrust.org/uploads/BlackFemaleProfessorsMarch2017.pdf> [last accessed 9 
November 2018]. 
264 The Life and Times of a Doctoral Thesis, p. 22. 
265 An interesting side note comes in the form of recognising the people of colour within the narrative. Some of 
the people who read the novel in order to provide feedback knew that some of the characters were not 
white, as it had been a topic of discussion. However, others were given no prior information about the 
characters, let alone their ethnicity. Only one of these readers noticed that Reekie was BAME, and that 
reader is a Muslim Turkish woman. This implies that readers will place themselves within the text before 
looking for an image outside of themselves, and thus adding to the importance of diverse representations in 
literature. 
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interest in Scots as nomenclature. Yet, on a second reading the reader may wonder if Carter is 
seeking to reconcile the Scottish name with the brown face, and thus questioning Reekie’s 
heritage. Which then, when paired with Carter’s profiling of Janet, should make the reader 
question whether or not Carter’s insistence on leading the investigation is due to a controlling 
personality, or if Carter (consciously or subconsciously) demotes Reekie in her mind due to 
her race. Either way, the conversation about Reekie’s race is far subtler than the way Janet’s 
race is discussed. 
Reekie and Janet’s ethnicities are not broached in the same manner in the novel, not 
because one is black and one is Asian, but because one is foreign and one is British born. In 
this instance, it particularly important to note the intersectionality of one’s identity. Reekie is 
often referred to as the police detective with the Scottish accent, as opposed to Carter who is 
from Yorkshire. Reekie doesn’t fit in with her team, but not necessarily because of her race. 
Her exclusion is down to a lack of self-confidence, which is part of a larger discussion of 
imposter syndrome, which affects women in a myriad of professions and of all races. In this 
instance, an intersectional look at Reekie would suggest that those who interact with her 
recognise her Scottish-ness before her Asian heritage (with the potential exception of Carter), 
but this does not mean that her Bangladeshi background is not a part of her identity. It is 
simply not an overt part of this narrative. Yet, despite Reekie’s race being downplayed, the 
reader should be asking several questions. How does Reekie’s existence as a person of colour 
in a predominately white society, as well as her career in a field that is dominated by white 
people,266 affect her interactions with cohorts, friends, and society? How has she been forced 
 
266 According to a report by the House of Commons, in Scotland ‘Only 1% of police officers considered 
themselves to be from an ethnic minority. This figure has remained static since 2010. Of those considering 
themselves to be from an ethnic minority, Pakistani was the most common ethnic origin. Of the overall 
Scottish population, 4% identified as being from an ethnic minority. As of 31 March 2016, 23% of those 
officers that were in a promoted post (at sergeant or above) were female, an increase of 3 percentage points 
on 2014. For more senior ranks, superintendent or above, 20% were female, a 4 percentage point increase 
on 2014. Only 1% of officers in a promoted rank were from a BAME minority background at 31 March 
2016.’ 
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to navigate through a world in which not all doors are open to her? The reader should be 
asking these questions because the answers lie subtly within Reekie’s narrative. When Reekie 
applies to the MIT, her role within such a team is questioned, causing Reekie to waver: 
She broached the job with hesitation. Someone on her team had stated, ‘You 
applying to work in counter terrorism? They’d have you undercover.’ Reekie 
wasn’t sure what they were implying, until someone else said, ‘Oh you’ll 
certainly get the job, positive action and all.’267 
 
What is more telling about this passage is not the other person’s comments, but ‘She 
broached the job with hesitation’. It shows that despite downplaying race, other people’s 
perceptions matter, and a lifetime spent having to fight preconceived notions will wear on a 
person. 
It is also important to note if a character (of any race or ethnicity) exists for the 
purposes of promoting the satirical message or for moving forward the story, as that may 
impact on how the reader views that individual. Parinita Reekie is a Detective Inspector, and 
she exists as part of the crime fiction element. Her story as an Asian Scot is not 
inconsequential, but it is not part of the satire. In fact, her ties to Scotland are equally 
important to the narrative, as Carter is the outsider in the police department, not Reekie. The 
crime fiction element of the novel is not meant to be satiric; therefore, I did not focus too 
much on the barriers Reekie may have encountered as someone of Asian heritage. However, 
Janet Artemis-Smith exists to highlight the imbalance of power that is at the root of the UK 
PhD system, and therefore her life as an African-American in a white world must be 
addressed. 
Furthermore, because Reekie and Janet have different purposes in the novel, I 
broached the creation of their characters differently. For Reekie, my redrafts came in the 
 
Grahame Allen and Yago Zayed, ‘Police Service Strength’, House of Commons Library, Briefing paper 
number 00634 (16 October 2018) p. 16. 
<https://researchbriefings.files.parliament.uk/documents/SN00634/SN00634.pdf> [last accessed 9 
November 2018]. 
267 The Life and Times of a Doctoral Thesis, p. 25. 
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form of including subtle discussions of race. Whereas, with Janet’s character, I wanted the 
oppression to be more overt. She is being oppressed as a woman, as a student, as a foreigner, 
as a person who was not from the upper-classes, and for her race. But, because her purpose 
sits within the satiric element of the novel, there was the possibility that her race could be 
perceived as comedic, and I wanted to avoid that. Her race, and the barriers she confronts, 
could not become parodies; so, in redrafts I focused on microaggressions. The parody needed 
to be about the world around Janet and their reactions to her, not about Janet. 
 For example, early in the novel I satirise the stereotype of the American Junior Year 
Abroad (JYA) student: the entitled, white, youthful self-proclaimed rebel. While these 
stereotypes of JYAs and other American students abroad may not be true, I wanted to parody 
the labels in order to force the reader into questioning their idea of the American student 
abroad. Through parody, I emphasise the perception of the acceptable expatriate (young, 
wealthy, white) versus the reality of who studies abroad from the United States. While many 
overseas students may be wealthy, the truth is that, due to the high cost of US university fees, 
more upper-working class and middle-class Americans from various ethnicities are traveling 
abroad for their education.268 For many Americans, it is cheaper to study in a foreign country 
than to remain at home. In the scene with the JYAs, Janet is forced to justify her existence. 
The reader sees the JYA student as the ‘obnoxious American’ trope, but hopefully recognises 
something that may (depending on the demographic of the reader) help unravel their own 
misconceptions. The American JYA assumes Janet is a Nigerian security guard, and Janet has 
an opportunity to set them straight, not only about her own nationality and place at the 
University but about their uninformed notions of being an American living abroad. Yet, she 
 
268 According to a report by NAFSA: Association of International Educators, 29.2% of Americans studying 
abroad in 2016-2017 were not white, with 6.1% being African American. While this percentage certainly 
should be higher (especially when it is recognised that 43.1% of students enrolled in university in the US 
are ethnic minority), it starts to shatter the stereotype of the white American traveller. 
‘Percent of U.S. Study Abroad Students by Race/Ethnicity’, NAFSA: Association of International Educators 
< https://www.nafsa.org/_/File/_/2015-2016_study_abroad_state.pdf> [last accessed 9 November 2018]. 
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keeps silence, not because she doesn’t want to confront them or due to any sense of 
politeness, but out of fatigue. She does not correct the young white women because Janet has 
spent her life dealing with these situations, and she knows the fall would be white fragility,269 
a situation she was too tired to manage. It is here that I hope the Caucasian reader questions 
their own perceptions of ethnic minorities and foreign students. 
When drafting and redrafting the racial elements of Janet’s life, I had to find that 
balance between reality and subtlety, which was problematic as racism is not always subtle. 
The racial elements of the novel had to be something that affected Janet, but it didn’t define 
her. They had to be – like Reekie – something she has to navigate, and that navigation is part 
of her character, but she is not solely a character of colour without any other purpose. 
Nonetheless, there is one not-so-subtle racial element of the novel that needs to be 
addressed. Janet’s relationship with academics. Building upon the barriers faced by many 
academics who are people of colour, Janet feels under pressure to only research fields related 
to the African American or African communities. It is also assumed that academics in the 
Humanities from previously colonised countries will focus on post-colonialism, and that 
black women only research the work of prominent black women. Jennifer Chisholm 
discusses this problem in her Guardian article, ‘I’m a black academic – that doesn't mean I 
want to be an expert on race’: 
During my first year, I realised that I’d restricted myself academically. I 
panicked, thinking that if I didn’t change direction I would only know about 
black racial issues. I would be a black academic who only studied black people – 
and who only had something to say about black things. I began to seriously 
question whether anyone would take me seriously if I didn’t research myself or 
people like me.270 
 
 
269 Robin DiAngelo coined white fragility as ‘a state in which even a minimum amount of racial stress becomes 
intolerable, triggering a range of defensive moves.’ 
Robin DiAngelo, ‘White Fragility’, The International Journal of Critical Pedagogy, (2011) Vol 3 (3) p. 54 
<https://libjournal.uncg.edu/ijcp/article/viewFile/249/116> [last accessed 9 November 2018]. 
270 Jennifer Chisholm, ‘I’m a black academic – that doesn't mean I want to be an expert on race’, The Guardian 
(14 March 2018) < https://www.theguardian.com/higher-education-network/2018/mar/14/black-academic-
expert-race-university> [last accessed 9 November 2018]. 
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The issue of relegating people of colour to specific discussions is addressed in Everett’s 
Erasure. The protagonist Thelonious ‘Monk’ Ellison is often told he and his writing is not 
‘black enough’: 
I have heard this mainly about my novels, from editors who have rejected me and 
reviewers whom I have apparently confused and, on a couple of occasions, on a 
basketball court when upon missing a shot I muttered Egads.271 
 
In defending his ‘blackness’ Monk states:  
‘The hard, gritty truth of the matter is that I hardly ever think about race. Those 
times when I did think about it a lot I did so because of my guilt for not thinking 
about it.’272 
 
Everett expresses what a lot of people of colour who are academics face, the assumption that 
they are only capable of writing about what is perceived as their culture. Focusing on Janet’s 
background: 
Janet had spent much of her life defending her academic decisions. In fourth 
grade she wanted to do a book report on Martha Washington but was forced to do 
it on Eli Whitney. For the class presentation she reported that Whitney, contrary 
to popular belief, was not black, but she had to cite three references before her 
teacher would acquiesce. This situation became a training ground for later in life 
– the constant questioning of her intent, methods, and choice of interest. As a 
journalist she fought for assignments that reported on anything other than ‘inner 
city conflicts’, which is how she found herself in financial journalism […] Even 
within her own family, she couldn’t admit that she preferred Édith Piaf to Ella 
Fitzgerald. Finally, for her Masters she was allowed to choose her own subject, 
without having to defend herself against another person’s preconceived 
notions.273 
 
Janet rebels against the notion that she must study race or African American themes by 
researching Early Modern Drama – a field traditionally dominated by white people. 
However, while turning her back on assumptions of research and race, she is keen to embrace 
her role as a feminist. By focusing on the first published female playwright of the Jacobean 
era, Elizabeth Cary (and doing so by placing Cary within a historic context), Janet rightly 
believes she is supporting the movement to research women’s roles in literature. Janet finds 
 
271 Percival Everett, Erasure (Hanover, NE, USA: University Press of New England, 2001) p. 1. 
272 Ibid., p. 2. 
273 The Life and Times of a Doctoral Thesis, p. 71. 
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Cary’s work interesting and the time period fascinating, and truly enjoys the subject, even if 
the perils of completing a PhD makes the task arduous. However, to her, this is also an act of 
rebellion against the idea she must to research an individual from her own ethnicity, and in 
acting upon this rebellion she chooses to ignore the class privilege that provided Cary with 
the education to become literate, let alone a writer. Janet had certainly been aware of the 
complexities of privilege, but in the context of her PhD it was easier to ignore it. It was 
something her white friends, co-workers, and peer scholars were allowed to do – take the 
privilege that surrounds them for granted. She wants a small piece of this struggle free life, 
and she thinks she can have it by researching Cary: 
It was hard growing up black in a white community, but she had good childhood 
friends who included her, skin and all. Yet, despite their actions and their words, 
Janet never quite felt a part of the bigger picture, which was a feeling that had 
continued into adulthood. She wanted to thrive in the world that those white 
children had access too, without having to be white.274 275 
 
 What Janet represents is a person who faces barriers that are rooted in other people’s 
beliefs. Beliefs brought about by other people’s perceptions of her race, her gender, and her 
nationality. She is in a world in which there are limited academic role models for her to 
choose from; therefore, she not only doubts her decision to attempt a career in academia, but 
the lack of representation taints how she approaches her research. Janet does not have the 
freedom to move within academic circles, and she begins to become so oppressed that she is 
not sure what is rebellion and what is complacency. This is the crux of higher education’s 
problem: a system that is based on perceptions of ability not ability itself.  
As uncomfortable as I may have been writing the passages about race – constantly 
questioning my role in addressing the barriers people of colour face in academia – these 
 
274 The Life and Times of a Doctoral Thesis, p. 1038. 
275 In hindsight I am not happy with the line, ‘It was hard growing up black in a white community’, in that it is 
leans towards the cliché, and it reminds me a little of Steve Martin’s ‘I was born a poor black man’ from 
The Jerk (1979). In revisions, I will start this section with ‘She had white childhood friends who included 
her…’ 
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passages are necessary for the satiric purpose of the novel. They highlight an issue. At times 
aggrandised for parody, such as Janet’s interaction with the JYA student, and at other times 
very close to reality, such as society’s assumptions that Janet would only study a field that 
somehow involves her ethnic heritage. I’m still unsure if I’m the person to write these stories, 
but as this novel is part of an ensemble cast, Janet represents one intricate tale of many, and 
perhaps it is because the novel is not just about a person of colour, but a story about many 
people, each who represent complicated multiplicities, that I have justified my creation of her 
and Reekie. 
 
Character – Nationality 
Representations of international faculty and students have been briefly discussed in 
relation to Reekie’s heritage and Janet’s nationality. Race and nationality become intertwined 
through intersectionality, which is part of what Janet represents in the novel. For example, 
Janet is often mistaken for African, relating to an assumption that Americans living abroad 
are white and rich and therefore Black individuals must be African or Afro-Caribbean.276 
Additionally, due to Janet’s American accent and dark skin colour, her life in Britain 
becomes a constant reminder that she is an immigrant; an immigrant who is an ethnic 
minority. Her race is quietly held against her, with many committing micro-aggressions, yet 
the bias she faces due to her nationality are far less subtle: 
At their first supervisorial meeting, Minchin decided that Janet’s voice was far 
too American, and he wasn't having any of it. Americans were fat, entitled, loud, 
stupid, and proud of their mental illnesses. So, the first thing he said to Janet upon 
meeting her was, ‘It’s not likely you’ll finish. A PhD is quite difficult.’277 
 
 
276 This belief is something that I have witnessed, and its inclusion in the novel is based on anecdotal evidence. 
277 The Life and Times of a Doctoral Thesis, p. 303.
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The barriers that Janet faces due to her race and nationality are discussed in the 
previous section; yet, it is worth noting how else nationality is addressed in the novel, 
especially as it is part of the satiric purpose. 
According to the UK Council for International Student Affairs, ‘The total number of 
non-UK students studying in the UK in 2016-17 is 442,375’ and ‘42% of students studying at 
postgraduate level in the UK are from outside the EU’.278 In 2016/2017 there were 17,580 
students from the US studying in Britain.279 According to Universities UK, ‘On- and off-
campus spending by international students and their visitors generated £25.8 billion’ in 
2014/2015, and ‘This activity contributed £13.8 billion gross value added (GVA) to UK 
GDP.’280 In that same year, ‘Spending by international students outside of university fees and 
accommodation (ie ‘off-campus’ spending) amounted to £5.4 billion.’281 The benefit of 
international students to the UK goes beyond the monetary, with a paper from the 
Department for Business Innovation and Skills stating in 2103 that:  
Many [international] alumni had formed very a positive understanding of the 
UK’s culture and values. For some, this underpinned activity on return home to 
facilitate educational, cultural, developmental and business links and 
collaborations with the UK. They had become informal ambassadors for the UK, 
based on an emotional bond developed during their UK HE study. The impact of 
this will only increase as they become more influential in society, bringing 
potential support to UK economic, socio-cultural and political agendas.282 
 
This of course, does not even touch on the benefit that international students add to the 
individual universities in terms of diversity and exchange of ideas. 
 
278 ‘International student statistics: UK higher education’, UK Council for International Student Affairs (3 April 
2018) <https://www.ukcisa.org.uk/Research--Policy/Statistics/International-student-statistics-UK-higher-
education> [last accessed 10 November 2018]. 
279 Ibid. 
280 ‘The Economic Impact of International Students’, Universities UK (March 2017) < 
https://www.universitiesuk.ac.uk/policy-and-analysis/reports/Documents/2017/briefing-economic-impact-
international-students.pdf> [last accessed 10 November 2018]. 
281 Ibid. 
282 ‘The Wider Benefits of International Higher Education in the UK’, Department for Business and Innovation 
Skills, BIS Research Paper Number 128 (September 2013) 
<https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachment_data/file/240407
/bis-13-1172-the-wider-benefits-of-international-higher-education-in-the-uk.pdf> [last accessed 10 
November 2018]. 
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Yet, despite the benefit of their presence, international students are being targeted by 
the Home Office as part of their reduction in immigration.283 The financial requirements for 
obtaining a Tier 4 visa (student visa) make it difficult for many overseas students to come to 
the UK to study. The assumption that students of means make better students is at the heart of 
the current government’s attitude towards education. As fees increase (for both home and 
international students), the brightest but poorest cannot attend, meaning that – if we continue 
on this path – higher education will be a homogenous group from the same social strata, and 
thus reducing the influx of new ideas, which is the basis for my satiric purpose. 
Many international students face social stigmas. In Scotland, European students 
currently receive the same fee waiver as their Scottish cohorts, potentially causing animosity 
between the RUK students and European students. Anecdotally, I’ve found there is an 
assumption that the American and Chinese284 students are wealthy and do not warrant their 
place on courses, as it is believed they have been accepted because of their parents’ ability to 
write large cheques. Furthermore, abominable news articles paint Middle Eastern and African 
students as either part of sleeper cells or immigrants wishing to slip into the working system 
unnoticed.285   
 
283 To apply for a one-year master’s course, a Tier 4 applicant will need to pay £485 (£335 for the visa and £150 
for health insurance), and prove that they have £12180 in available funds. Not only are these figures high 
for any incoming student, they are especially problematic for students coming from countries with large 
differences in exchange rates. 
‘Tier 4 of the Points Based System – Policy Guidance’, Home Office (Guidance to be used for all Tier 4 
applications made on or after 1st November 2018) pp. 101 (pp. 49-53) 
<https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachment_data/file/752873
/T4_Migrant_Guidance_NOV_2018_FINAL_VERSION.pdf> [last accessed 10 November 2018]. 
284 Please note that when I reference Chinese students, I mean students originally from the Republic of China, 
not East Asian students. Of East Asian students studying in the UK, the largest percentage are from the 
Republic of China. However, East Asian students from countries other than China have faced many of the 
same problems as other BAME students, and their stories should not be discounted. 
285 The UK’s Prevent scheme, which supposedly trains lecturers and university staff to notice when a terrorist is 
masquerading as a student, has received backlash from minority communities and student organisations. 
The National Students Union states of the Prevent scheme: ‘The Prevent Strategy was launched in 2006 
under a Labour government, and was widely discredited as being Islamophobic and reactionary in its 
theoretical underpinning, putting Muslim communities under the spotlight as suspect.’ They add that, 
‘Since 2011, it has evolved to include wider terrorist threats, but keeps the focus on “Al-Qaeda inspired 
terrorism,” ignoring the fact that between 2006 and 2011 only nine of a total of 2,313 “failed, foiled and 
successfully executed attacks” in the EU were classified as “Islamic-inspired”, i.e. 0.39 %. Regardless of 
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While novel’s discussion of nationality predominately centres around Janet, there is 
one important group of international students that is not included in the novel, and this lack of 
inclusion is a statement in itself. I am noting the lack of Chinese students in The Life and 
Times of a Doctoral Student. There are more international students from China studying in 
the UK than any other nationality, with 95,090 living in the UK between 2016/2-17.286 Many 
UK universities have specific programmes that attract large numbers of Chinese students, and 
many come before their course starts for an intensive language pre-sessional. Due to cultural 
differences, the fact they’ve arrived before term starts and bond with other Chinese students, 
and because many are housed together, these Chinese students can be incorrectly viewed as 
insular and unwilling to intermingle with other students. I teach Chinese students, and I can 
attest that this perception is false. One of the first questions I am asked by Chinese students is 
how to meet and befriend locals.287 
Early drafts of the novel depicted this through parody. Large groups of Chinese 
students moving through town together attempting to speak to other students, yet being told 
that they were indecipherable despite having strong language skills. The western students 
would imprint stereotypes onto the Chinese, and make comments about ‘buying their degree’ 
before walking away. This was cut from later drafts of the novel because it appeared racist. 
Those who provided me with feedback said that it appeared that I was parodying the Chinese, 
not the treatment of the Chinese. 
I want to address this because it highlights a problem with parody. If the intention of 
 
this, there remain very strong regional networks of co-ordinators, and Prevent is currently operating 
throughout many sectors of society, including schools, universities, hospitals and local councils.’ 
‘Prevent’, National Union of Students (NUS) < https://www.nusconnect.org.uk/liberation/black-
students/anti-racism-and-anti-fascism/prevent> [last accessed 10 November 2018]. 
286‘International student statistics: UK higher education’. 
287 A work of campus fiction that does address the number of Chinese students in the UK is A Concise Chinese-
English Dictionary for Lovers (2007) by Xiaolu Guo. The novel is about a young Chinese woman who is 
studying English in the UK and falls in love with an Englishman. The novel cleverly discusses the power 
of language and linguistics, and how a relationship with a culture and a person can change as one learns 
the nuances of a shared vocabulary. 
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that parody is not clear, or if the reader approaches the parody with inaccurate concepts of the 
individual being parodied, then the parody fails, which can negate the satiric purpose. When a 
parody is not understood an author can go from championing the marginalised to being a 
racist. To avoid my satiric purpose from being misinterpreted, I left the Chinese out of the 
novel, which in itself is a statement. The very lack of the largest group of international 
students at a university signifies their invisibility. The reader knows that Chinese students do 
exist, as the call room manager for the telephone campaign states to Ryan: 
‘While we try to provide shifts that match your schedule, we tend to reserve day 
calls for our Chinese students. Better sell if our Chinese alumni speak with 
Chinese students, but honestly we don’t have that many Chinese students 
working with us.’288 
 
The reader should be questioning why there are no Chinese callers, why we’ve not seen 
Chinese students anywhere in the novel, and why the Chinese students aren’t being 
represented. This lack of representation is a parody of a white academic society that relegates 
their largest international population to the shadows (until they graduate and it is time to ask 
them for money). 
The depiction of international faculty was easier to develop in the novel, as parodying 
the treatment of said faculty was based on the Home Office’s ‘hostile environment’ policy, 
which is a series of hurdles embedded into the UK’s immigration system. These hurdles are 
purposefully placed with the hope of making the visa process so difficult that only those with 
utter fortitude (and a lot of money) make it through to the end.289 International faculty have 
 
288 The Life and Times of a Doctoral Thesis, p. 604. 
289 A briefing paper by the House of Lords defines the ‘Hostile Environment Policy’ as, the ‘policy (which the 
Government now refers to as the ‘compliant environment’ policy) refers to a range of measures aimed at 
identifying and reducing the number of immigrants in the UK with no right to remain. Many of these were 
introduced by the Immigration Acts of 2014 and 2016, and include measures seeking to restrict illegal 
immigrants renting property in the UK, driving, having bank accounts and accessing benefits and free 
healthcare.’* While the policy in theory is supposed to primarily target illegal immigrants, the paper states 
that ‘a report published by Liberty, and co-authored by other campaign groups, described it as 
discriminatory and claimed it adversely affects vulnerable groups.’** 
*‘Impact of “Hostile Environment” Policy’, House of Lords, Library Briefing (14 June 2018) p. 1. 
**Ibid., p. 3. 
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been gotten tangled in this process, with the result causing several respected academics to 
leave the country.290 
In the novel, the HR Assistant, Kevin Melnitz discusses a number of international 
academics that were forced to leave the country due to the Home Office’s ‘Hostile 
Environment’ policy. This includes scholars who are Jewish-American, Canadian, Japanese, 
European, Egyptian, and Palestinian, with the ethnicity of the Canadian not being listed.291 A 
person’s nationality does not indicate a specific race. The scene in which Kevin lists the 
number of international faculty members who have either lost their visa or felt pressure to 
leave due to anti-immigrant rhetoric is quite long. It is meant to represent a laundry list of 
issues that foreign born academics face as they try to settle in the UK.  
This section broached nationality as one aspect of a larger intersectional issue that 
many students and academics face. Many international students and academics find the 
practicalities of staying in the UK difficult due to their nationality, and face other barriers 
because of their race. The next barrier is class. 
 
Character – Class 
This short section will discuss class bias in higher education and how it is depicted in 
the novel. I will address working-class perceptions of higher education, and the barriers that 
working-class students face when entering university. I will then discuss limitations for 
working-class academics. Next I will indicate how this was represented in the novel. This 
section also discusses the lack of mobility within the British class system and its 
 
290 Daniel Cressey writes in Nature that, ‘At a meeting with the Home Office last month, representatives of 
leading universities and scientific organisations said that unwelcoming government rhetoric about reducing 
immigration, together with complicated visa procedures for visiting researchers, make Britain an 
unattractive destination for scholars.’ 
Daniel Cressey, ‘UK visa problems worry scientists’, Nature (4 February 2014) 
<https://www.nature.com/news/uk-visa-problems-worry-scientists-1.14665> [last accessed 10 November 
2018]. 
291 The Life and Times of a Doctoral Thesis, pp. 502-504. 
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representation in the novel. I have already touched on class quite a bit in this critical 
commentary, but as I primarily depicted class through character development, I’d like to 
broach the topic again briefly. 
A good friend of mine was born and raised in America but has been living in Britain 
for over fifty years. She once told me, ‘When British people ask where you are from in 
America, they don’t really care. They’re trying to figure out in what class to place you.’ 
There is a similar question that British people ask each other, ‘Where did you go to school?’ 
The answer can indicate religion (Protestant or Catholic) and/or be an indication of class. 
With this in mind, I think my friend is right. Being from New York City or Mississippi 
implies a specific kind of American, one that also implies – whether accurate or not – class. 
This personal anecdote indicates how I approached class in the novel, which would be 
different to someone who was born and raised in Britain. The idea that the United States has 
no class system is ludicrous, but what is built into the American psyche is the ability to move 
between the classes, an idea with which the British seem to struggle. One of the strangest 
things I have found living in Britain over the last fifteen years is the fear of moving out of 
one’s class, and the distrust of the other class. Much of this can be found in pop culture about 
the ‘other’ class: Catherine Tate’s lampooning of the working-class ‘chav’ in Vicki Pollard, 
and Jason Manford’s 2018 comedy tour ‘The Muddle Class’, in which he derides his children 
for their middle-class affection for hummus. These are amusing examples of a cultural 
attitude about moving between the classes, but the sentiment has a more dire consequence 
when it comes to working-class students feeling that education is something to which they 
are not entitled. 
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The 2016 paper, ‘Experience of disadvantage: The influence of identity on 
engagement in working-class students’ educational trajectories to an elite university’ states 
that: 
The proportion of students entering higher education (HE) institutions in all 
countries of the United Kingdom (UK) has increased despite the substantial rise 
in university tuition fees in England in 2012. […] However, students from socio‐
economically disadvantaged backgrounds are still almost two and half times less 
likely to enter HE than those from more advantaged backgrounds.292 
 
The paper also states that: 
 
[…] those with lower access to capital (economic, social and cultural) are 
disadvantaged in various ways that can be detrimental to their educational 
opportunities and outcomes from early ages. […] As such, students from socio‐
economically deprived areas are more likely to attend poor performing schools, 
and come from families with little experience or familiarity with HE where 
underachievement may result from a number of challenging factors. […] 
Conversely, economically affluent students with access to the ‘right types’ of 
capital are more likely to attend competitive independent schools, or high 
performing schools, which facilitate their progression to HE and particularly 
research‐intensive universities through high levels of support.293 
 
In Mark Mallman’s 2017 ‘The perceived inherent vice of working-class university students’, 
he states that, ‘Working-class students are liable to view themselves as the wrong kind of 
person for higher education.’294 He then quotes Hazel Christie who states that the working-
class ‘are less likely to internalise discourses about university as a “right”, and more likely to 
experience the process of identity formation [as a student] as one of emotional disorder and 
insecurity’.295 Returning to the paper ‘Experience of disadvantage’, it included a number of 
quotations from working-class students who were interviewed about their perceptions of 
attending university. Some striking quotations are as follows: 
 
292 Tamara Thiele, D. Pope, A. Singleton, D. Snape, and D. Stanistreet, ‘Experience of disadvantage: The 
influence of identity on engagement in working-class students’ educational trajectories to an elite 
university’, British Educational Research Journal (February 2017) Vol. 43(1) p. 49 < 
https://onlinelibrary.wiley.com/doi/pdf/10.1002/berj.3251> [last accessed 10 November 2018]. 
293 Ibid., p. 51. 
294 Mark Mallman, ‘The perceived inherent vice of working-class university students’, The Sociological Review 
(2016) Vol. 65(2) p. 236. 
295 Mallman referencing Hazel Christie, ‘Emotional journeys: Young people and transitions to university’, 
British Journal of Sociology of Education (2009) Vol. 30, p. 131. 
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I remember speaking to one of them, and saying that I want to go to Liverpool 
Uni, and I remember them saying to me: ‘You, you won’t get into the University 
of Liverpool, you should just apply to John Moores’, and I (pause) I just awww, I 
just thought – ‘No, I’m going to The UoL’. ‘Cause like, I think, like when I feel 
the motivation for me coming to uni, and me doing well, more so than having a 
good future – it’s to prove everyone wrong.296 
 
Wanting to do better than what they thought. ‘Cause there is a lot of stereotypes 
about like, people on benefits and stuff and I wanted to prove that, I wanted to 
prove that just because my parents were on them, that I wouldn’t necessarily be 
on them myself.297 
 
My mum didn’t want me to go really. She just thought I wouldn’t fit in there 
because of her, one of her friends’ sons went on a sports scholarship and got 
bullied there, ‘cause he was quite like, he didn’t fit in with the people.298 
 
Easy, the academics, erm. In short really, the difficult part would be fitting in 
socially. Fitting in socially was one of the main troubles I had.299 
 
These are the sorts of stories that inspired me to make class a major theme of my 
satiric purpose. I approached the class element of the novel with three concepts in mind. 
First, distrust of classes outside one’s own. Second, the feeling of ‘not belonging’ by some 
working-class students. Third, very real barriers to education for working-class students. In 
order to address these issues, each student and academic in the novel was placed in a class. 
Sometimes these classes were parodied for dramatic effect – such as the upper-class boys of 
Hope Street – and in other instances the barriers were represented as a realistic situation – 
such as the inability to take on unpaid placements due to financial constraints.  
Opposing perceptions are also built into the relationship of Nate and Ryan: two young 
men from different social strata, each – for different reasons – playing up to their 
misperceptions of the working-class. In a conversation about studying Classics they state: 
 
 
 
296 Thiele et al, p. 58. 
297 Ibid., p. 57. 
298 Ibid., p. 57. 
299 Ibid., p. 56. 
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‘They were dead against it,’ lied Nate, whose father had studied 
Philosophy at Edinburgh and was ecstatic that his son was following in his 
footsteps. Nate then mumbled something about the ‘mills’, even though he had no 
idea what the ‘mills’ were. It was just a word he had heard certain types of old 
people use. 
‘Mine too,’ lied Ryan, whose family were overjoyed that he was going to 
university and didn’t care what he studied, as they felt any degree would give him 
more opportunities than they ever had. ‘They wanted me to work in the mines 
like them,’ Ryan said, not really sure why he was lying. His father was a taxi 
driver and his mother worked in the caf at the Leisure Centre.300 
 
Nate is ashamed of his privilege, as he doesn’t understand how he can use it to help others, so 
he masquerades as what he believes to be working-class. Whereas, Ryan had gone to 
university hoping that his class would not be an issue; yet, the very cost of living in a 
university town constantly makes him think he is the oddity. Then when he finds himself 
unemployed and contemplating leaving university, a situation Nate would not have to face, 
Ryan questions his place in an institution of learning.301 As these characters were developed 
to address the satiric element, which sits within the campus novel genre, I exaggerate Nate 
and Ryan’s lack of understanding of the working-class to highlight the barriers a person like 
Ryan would face. 
Additionally, I was careful to not make one class entirely good or bad. Ryan is a 
stalker, manipulative, and not empathetic of others, but the audience should still feel 
sympathy for Ryan when he finds himself unemployed and facing the possibility of having to 
leave University.302 Nate is shy and uncomfortable, making him an empathetic character, but 
he lies about his class and uses his friendship with Janet, thus making him less than perfect. 
Even the young men on Hope Street are neither good or bad. They are likeable chaps, and 
because they let Paige live in their house for free, they are using their privilege for her 
benefit. However, they also do nothing to help those outside their own social circle. 
 
300 The Life and Times of a Doctoral Thesis, p. 225. 
301 Note, I am not suggesting that Ryan does not belong at university, but that he is internally conflicted. 
302 Because the reader predominately views Ryan through Nate, the reader may feel more empathetic when 
Ryan loses his job. 
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What I did exaggerate was the distrust of the other classes, such as Nate feeling 
embarrassed of his privilege. Other examples indicate how a class outside of one’s own can 
be perceived, such as Paige treating the Hope Street boys like an ethnographical project (even 
before finding the damning emails from Jerome’s father). Sometimes the exaggeration was to 
be triggered by the reader. As the narrator makes numerous references to bank balances and 
parental support, the reader should be filling in the blanks with their own prejudices.  
Ryan is not the only character who represents the how the working-class may find 
barriers to education. Ralph also questions her place in education, despite her strong 
academic abilities. Ralph and Ryan’s parents, however, react differently to education. Ryan’s 
parents are openly proud of their son’s acceptance into university. In contrast, the character 
Shannon, approaches her daughter’s education with trepidation. Shannon does not actively 
dissuade her daughter from perusing an education, but she – due to her own lack of privilege 
– also doesn’t know how to help her daughter excel, which in itself is a barrier to higher 
education. However, both Ryan and Ralph’s friends respectively discouraged them from 
pursuing an education. For example, Ryan reflects back to a discussion he had before starting 
university: 
Ryan remembered what his school friend said the day he left home, ‘Just because 
you’ll have a degree doesn’t mean you won’t be back here working at Tesco 
when you’re done. You can’t run from your upbringing.’ Ryan rebuked his 
buddy, but deep down feared his mate was right. At the end of his first year, he 
met with a career adviser who impressed upon Ryan that, ‘Without internships, 
work experience and networking opportunities, you won’t likely use this degree.’ 
Ryan’s regional accent had softened during his studies, so the adviser naively 
assumed he was one of the many middle-class students at the University. She 
believed she was encouraging him to reach out for opportunities. Instead, she 
validated his school friend’s words.303 
 
This one passage summarises several barriers to education that exist for working-class 
students – the lack of support from friends or family, a sense of not belonging, and the lack of 
 
303 The Life and Times of a Doctoral Student, p. 510. 
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finances needed to take on extra-curricular activities that would help develop their career. 
This can be compared with the character Byron, who takes on an MLitt for fun, and who flits 
between friends’ houses and flats his father has bought him. Byron and the boys of Hope 
Street are products of their environment, and one has to wonder if Ryan would not be 
indistinguishable from Jerome, Harris, and Wingrave if he had been raised in a household 
where money and access were not an issue. 
  Many of the same problems that working-class students face are also represented in 
the novel through working-class faculty, as they attempt to move forward with an academic 
career. Barriers often start with the PhD, with working-class students not having the same 
support networks that other students may have – such as funding options for the writing up 
year, or housing support during the lean years just after the PhD. These issues continue on 
through their career, with the feeling of not belonging often hovering over their heads.304  
 This is represented in Lydia Gwilt’s story. Gwilt has no wealthy family to fall back on 
and instead relies on credit cards, temporary housing, and hourly paid work while she 
searches for a permanent academic contract.  
‘She’s quite in debt, I believe. Takes out credit cards to cover living expenses.’ 
Violet stopped and looked to Doralee who looked to Judy. Judy nodded. ‘When 
she first moved here, she was using the office as a postal address, including her 
bank statements. One got opened...by accident. It was unintentional,’ said Violet.   
[…] 
‘We thought it was the departmental card,’ Violet said, appearing incensed by the 
insinuation that she was a nosey gossip, before continuing with a bit of gossip. 
‘She was up to her eyeballs in debt. No frivolous spends, mind you. But massive 
debt.’305 
 
 Barriers working-class students face can continue long into their career as academics, 
and this is very much part of the novel’s satiric purpose. I argue that limiting working-class’ 
 
304 Blogs, forums, and non-academic texts house a number of interesting discussions about being a working-
class academic. In these forms of media, faculty members discuss perception, barriers, and self-doubt, 
despite actually excelling in their fields. A few of the articles that I accessed for the satiric purpose of this 
novel are found in Appendix Two. 
305 The Life and Times of a Doctoral Thesis, p. 572. 
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access to higher education restrictions society’s access to diverse ideas and ways of thinking. 
University should be the centre of equality, with development based on analytical thinking, 
creativity, and passion, not birth right. In this diverse house of learning, class should be no 
barrier, and neither should gender. 
 
Character – Gender 
A discussion of gender barriers in higher education was initially not in the bullet point 
manifesto. When I first developed the satiric purpose of the novel, I focused on class and 
race. Yet, as I wrote the novel, I found myself naturally moving towards a discussion of 
gender in higher education (which shouldn’t be surprising as I am a woman in higher 
education). The question is, why didn’t I consciously include women’s issues in the satiric 
purpose when I first started the project? The answer to this question will underpin this 
section. 
First this section will address women in crime fiction, and then it will look at how 
women’s participation in higher education became an accidental theme of the novel. Then 
this section will discuss how the satiric purpose was rewritten to address women’s issues. 
Regarding female crime writers and fictional female detectives, crime fiction in the 
UK is a fairly balanced genre. At the 2018 Bloody Scotland crime writing festival in Stirling, 
half of the speakers were women. In Britain and in America, women have been contributing 
to the genre since its inception. Elizabeth Braddon’s Lady Audley’s Secret (1862) is 
considered by some to be the first work of detective fiction by a woman. Labelled a 
‘sensation novel’ the plot follows the story of Robert Audley who investigates the 
whereabouts of his missing friend George. The plot involves several twists, including murder. 
As Lady Audley’s Secret is considered by many to be a ‘sensation novel’, instead the honour 
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of the first female mystery writer could go to one of two other women. Otto Penzler in The 
Best American Mystery Stories of the Nineteenth Century (2014) argues that: 
Anna Katharine Green has popularly and famously been credited with writing the 
first American detective novel by a woman, The Leavenworth Case (1878). The 
fact that her novel was preceded by The Dead Letter in 1866, written by Seeley 
Register (the nom de plume of Mrs Metta Victoria Fuller Victor), is significant 
only to historians and pedants, as The Dead Letter sank without a trace, while The 
Leavenworth Case became one of the best-selling detective novels of the 
nineteenth century.306  
 
While Braddon, Green, and Register may have been the first female crime writers, these 
women depicted male detectives in their novels. Two men wrote the first literary female 
detectives. Andrew Forrester’s The Female Detective and William Stephens Hayward’s The 
Revelations of a Lady Detective, both published in 1864, were released so close together that 
there is debate over who published first.307 Forrester’s work features ‘G’, who is both the 
detective and narrator. She solves crimes while hiding her identity, as the very act of being 
both female and a detective would have been scandalous. Whereas, Hayward’s The 
Revelations of a Lady Detective features Mrs Paschal who is nearing forty and widowed. 
Facing poverty, she needs gainful employment and becomes attached to the police, where she 
successfully solves a series of mysteries that mostly involve theft. Unlike Forrester’s novel, 
the protagonist is openly acting as a detective, with the Met supporting her endeavours 
because she has access to certain social circles that other detectives (men) would not.  
In On the Trail of the First Professional Female Detectives in British Fiction (2010), 
Dagni A. Bredesen notes that due to variations of what is classified as crime fiction – or even 
detective fiction – deciding who was the first professional female detective is difficult. Yet, 
no matter who is first, what I find interesting about these women crime writers and fictional 
 
306 Otto Penzler, The Best American Mystery Stories of the Nineteenth Century (Boston, MA, USA: Houghton 
Mifflin Harcourt, 2014) p. 292. 
307 Ibid., p. 292. 
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female detectives is that they were part of the genre from the beginning.308 What this suggests 
is that by including women in The Life and Times of a Doctoral Thesis, I am not – as writers 
often want to do – subverting a genre. The female detectives in the novel (both professional 
and amateur) Reekie, Carter, Cowley, McDonald, Abby and Martha are part of this long 
history. In the novel, I separate out my female detectives. Abby and Martha are based on 
detectives from the early days of crime fiction – the ‘lady detectives’ who were sly and smart, 
and whose gender makes them invisible and thus allows them to slip into situations where 
they can observe quietly. While Reekie, Carter, Cowley and McDonald are part of a newer 
generation of female detective. Those who work with and manage male police forces. The 
female detective has become ingrained in crime fiction’s classification code, helping to 
solidify the genre. 
In reference to the previous discussion of world building, and when to employ aspects 
from reality and when to employ trope in order to create a fictional environment that feels 
authentic, I may not be subverting the genre with female detectives, but that does not mean it 
is a realistic portrayal of police in the UK. A report shows conflicting statistics on female 
members of Police Scotland, with increases in the number of women taking on some police 
roles but decreases in others. A 2017 House of Commons briefing paper indicates that in 
Scotland 30% of police officers were female, which is a 2% increase from the previous report 
in 2013,309 which is certainly a positive step forward. However, there has been a 3% drop in 
female Special Constables. In 2016, the paper states that: 
 
 
308 Referencing previous chapters, it is here that we could once again argue over the inception of a genre, and 
whether or not it has a beginning or if it is part of a long string of ever continuing narratives. Yet, even if it 
is argued that Anna Katharine Green and Seeley Register are not the first female mystery writers, because 
the genre is borrowed from a series of stories stretching back in time, we could argue that one of the first 
female mystery writers is a woman. Scheherazade, the narrator for ‘One Thousand and One Nights’, in 
‘Three Apples’ tells of a mysterious murder and the pursuit to discover the killer. What this implies is that 
no matter what is considered to be the beginning of crime fiction, women have been a part of it. 
309 Grahame Allen and Yago Zayed, p. 15. 
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23% of those officers that were in a promoted post (at sergeant or above) were 
female, an increase of 3 percentage points on 2014. For more senior ranks, 
superintendent or above, 20% were female, a 4 percentage point increase on 
2014.310 
 
While these numbers are not inconsequential, more could be done. Half our population is 
women, and in theory so should be half our police force. Additionally, over 30% of the police 
in the novel are women, which does not necessarily match real police force numbers. This 
works with the theme of the novel on two levels.  
First, as readers have become accustomed to seeing female detectives in fiction, my 
novel’s inclusion of a police team that is predominately constructed of women is an example 
of world building that holds more verisimilitude in literature than in reality (the normalcy of 
the fictional female detective versus the fact that there are more men in the police than 
women).311 312 
Second, the premise of the novel is that the monster eats people of privilege, and these 
victims are white, straight, middle and upper-class men. I may not be subverting the genre 
 
310 Allen and Zayed, p. 16. 
311 I also work the abundance of female police officers into the novel through the plot. As the monster had been 
attacking men, Carter asks for an all-female team for safety reasons. This is a parody of the argument that 
women cannot take on certain roles in the military and police, as they’ll be in more danger than the men.  
312 There does seem to be a difference in female and male representations in the thriller genre (which is a subset 
of crime fiction), with male characters in some form of policing dominating the genre. When the BBC 
addressed this imbalance in their crime thriller The Bodyguard (2018), with women playing the majority of 
leading roles, a few vocal individuals on the internet and in the media cried foul and argued that the 
television show was not a representation of real life. Daisy Goodwin, who writes for ITVs Victoria stated 
that overloading a television show with women fails to reflect the reality of not just policing but of our 
society. She says, ‘I suspect that drama commissioners think that stories about women struggling against 
the institutional odds are a bit passé – Prime Suspect is 30 years old after all – but the BBC’s own travails 
over equal pay, suggests that in real life the fight for equality continues.’* Perhaps Goodwin is right, but 
the other side of the debate is that persistent representation of women in the media helps signify the 
normalcy of women in roles traditionally held for men. Perhaps, in The Life and Times of a Doctoral 
Thesis, the representation of a single woman fighting for her job while searching for a killer would have 
been more realistic, and probably quite interesting. However, as noted repeatedly, I was careful to not 
inject my crime fiction with a satiric purpose. Therefore, having a team of women leading the investigation 
is not only a step forward for the representation of women in media, but it helped me keep the satiric 
message out of the crime fiction. Furthermore, as this section has argued, women in crime fiction – as 
opposed the thriller genre – is much more commonplace. 
*Ben Dowell, ‘TV’s “wishful thinking” on gender equality lulls viewers into false sense of security says 
Victoria writer Daisy Goodwin’, Radio Times (8 October 2018) 
<https://www.radiotimes.com/news/tv/2018-10-08/tv-gender-equality-doctor-who-bodyguard-wishful-
thinking-argues-victoria-writer-daisy-goodwin/> [last accessed 10 November 2018]. 
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through the detective, but the victims in my novel are not traditional. By creating a police 
force of women with a duty to protect men from violent attack, I not only subvert societal 
concepts of the hero and the protector, but I also address a larger issue of the genre – the 
woman as the victim. 
 As stated at the top of this section, when initially developing my satiric purpose, I had 
not consciously thought about including women’s role the bullet manifesto. However, while 
there are deeper and more personal reasons for this lack of attention – which will be 
discussed in due course – it should be noted that, as I plotted out who would be violently 
mauled, I realised that I did not want to subject women to that role. The woman as victim has 
become so normalised that a literary prize has been erected to address the issue. 
 The Staunch Book Prize was founded in 2017 and ‘is for a thriller in which no woman 
gets beaten, stalked, sexually exploited, raped or murdered.’313 The website states that:  
We weren’t just looking for thrillers that feature men in jeopardy instead of 
women, but for stories in which female characters don’t have to be raped before 
they can be empowered, or become casual collateral to pump up the plot. Stories 
that feature a woman in a strong leading role were even more welcome. But as 
long as the main criteria were followed, any thriller novel was eligible for 
entry.314 
 
What this last paragraph does is address a problem with contemporary crime fiction – 
someone must die. And it is often a woman or someone who identifies as a woman. However, 
as stated in the Staunch Prize rules, it is about more than who is killed or tortured. The Prize 
seeks narratives in which woman are not treated as collateral damage. They are looking for 
novels in which the victim has a voice, and preferably that victim is not a woman. 
 In The Life and Times of a Doctoral Thesis, I consciously created a story in which 
men are violently murdered instead of women, with a few dead women being a part of the 
larger serial killing of ECR (the focus of the poison victims being less on gender and more on 
 
313 ‘About’, Staunch Book Prize <http://staunchbookprize.com/about-2/> [last accessed 10 November 2018]. 
314 Ibid. 
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profession). 
 After completing my novel, I submitted to the Staunch Prize and was happy to find 
that they wanted to see the entire manuscript. I emailed them the entire work, but not until 
after hitting send did it occur to me that there was violence towards women in the novel – 
Piggy is tethered to a corpse. When I developed these scenes, I was not thinking about the 
crime fiction element of the novel. I wanted to challenge the idea that little girls had to be 
prim, and the aggressive violent actions of the Rogan Josh girls were to be the opposite of the 
gruesome nature of the St Lucy’s girls – who found dead bodies to be innocent fun.315 It had 
not previously occurred to me that Piggy316 was collateral damage to showcase another 
character’s personality. I debated whether or not I should withdraw my submission to the 
Staunch Prise. I sought advice from friends, and the response was dependent on gender. Men 
stated that those scenes were not the type of violence the prize was worried about, while 
women suggested that I should pull my work, as it was clearly violence towards women. The 
fact that I wavered in my own response is telling, as it made me wonder if I had personally 
become so conditioned to accepting the woman as the victim, that even when I opted to 
subvert that cliché, I fell back on torturing a small girl to move the story forward. Or perhaps, 
like Val McDermid, internally I justified the gore because:  
 
 
 
315 Also as noted in a previous chapter, the girls of both schools are representations of barriers girls face in 
access to higher education, especially those of working-class backgrounds. Furthermore, the gendering of 
these children was not an immediate part of the planning process. When I gave the novel to friends and 
readers for feedback, most found girls who play with dead bodies disturbing. It made me wonder if they 
would have felt as uneasy if it had been a gaggle of boys playing with a severed head. While many of my 
readers might still claim that ‘yes, boys kicking about a severed head is disturbing’, I would argue that 
films like Stand by Me (1986) (based on Steven King’s ‘The Body’, 1982) normalise four boys looking for 
and then staring at a dead body. I, once again, question if these same actions would have been normalised 
for girls? 
316 The names of the girls at Rogan Josh are feminised versions of the Lord of the Flies (1954) characters, with 
exception of Piggy and Ralph who have the same name as the boy characters in the book. Jack Meridew in 
The Lord of the Flies becomes Mhari Jackdew in The Life and Times of a Doctoral Thesis. 
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[…] there is a lot of fiction – not just crime novels and thrillers – that seems almost 
to glory in a kind of pornography of violence, and I deplore that as a woman and as 
a writer […] My take on writing about violence against women is that it’s my 
anger at that very thing that fires much of my work. As long as men commit 
appalling acts of misogyny and violence against women, I will write about it so 
that it does not go unnoticed.317 
 
 Another complicated aspect of crime fiction is the female murderer. Tiina Mäntymäki 
in ‘Lover, Avenger or Deadly Delusionist? Women Murderers in Contemporary Crime 
Fiction’ (2012) argues that ‘The ways in which the narratives of women murderers are 
constructed are guided by norms that determine culturally acceptable ways of being a man or 
a woman.’318 In order to conform to both being a killer (a perceived masculine trait) and a 
woman, Mäntymäki argues that the female killer must embody one of four types: traumatised 
victims, devoted lovers, the dangerous trickster woman, and murder in the family (i.e. a 
daughter in a family of criminals). This is certainly the case, but I would like to add one 
caveat, that when the woman is the killer – yet holds traditionally masculine values to do so – 
it becomes the twist of the mystery. The flash fiction ‘Bed Time Story’ (1998) best describes 
this idea of the female killer who embodies the masculine:  
‘Careful honey! It’s loaded,’ he said, re-entering the bedroom. 
Her back rested against the headboard. 
‘This for your wife?’ 
‘No. Too chancy. I'm hiring a professional.’ 
‘How about me?’ 
He smirked. ‘Cute. But who'd be dumb enough to hire a lady hitman?’ 
She wet her lips, sighting along the barrel. 
‘Your wife.’319 
 
 
317 Alison Flood, ‘Prize launched for thrillers that avoid sexual violence against women’, The Guardian (26 
January 2018) <https://www.theguardian.com/books/2018/jan/26/staunch-prize-launched-for-thrillers-that-
avoid-sexual-violence-against-women> [last accessed 10 November 2018]. 
318 Tiina Mäntymäki, ‘Lover, Avenger or Deadly Delusionist? Women Murderers in Contemporary Crime 
Fiction’, Ääniä, Röster, Voices, Stimmen, Papers published from the VAKKI Symposium at The 
University of Vaasa (2017) Vol. 8, p. 200 
<http://www.vakki.net/publications/2012/VAKKI2012_Mantymaki.pdf> [last accessed 10 November 
2018]. 
319 Steve Moss, World's Shortest Stories (Philadelphia, PA, USA: Hatchette Book Group/New Running Press 
Adult, 1998) p. 13. 
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This short story resembles the old joke, ‘A young man is in a car accident and is rushed to the 
hospital. The doctor sees the patient and immediately states “I cannot operate. This is my 
son.”’ The riddle ends with the question, ‘How can this be?’  
In ‘Bedtime Story’ we are to be surprised that a woman has taken on the role of hit 
man;320 it even says it in the story, ‘But who'd be dumb enough to hire a lady hit man’. The 
killer is a woman hit man, which is supposedly so masculine it should take the reader by 
surprise. Additionally, this ‘lady hit man’ does not find a way to covertly shoot her intended 
target, she must take on the role of ‘the dangerous trickster’ to complete a job reserved for a 
man. 
 When developing the monster and Gwilt, I wanted to avoid these femme fatale 
stereotypes. The monster is a Frankenstein’s monster in a dress, hardly self-aware, kind 
without knowing her strength, a child’s mind in the body of a brute. Gwilt, on the other hand, 
is a woman pushed to her limits. She is desperate and turns to brutality in order to regain a 
feeling of control. Also, because of a broken system she becomes downtrodden, but she is not 
the traumatised victim that Mäntymäki describes. She does not belong to a murderous family, 
and she does not kill because she is a scorned or devoted lover. She manipulates and 
destroys, but she does not masquerade as something she is not.321 She is not the ‘devious 
trickster’, which Mäntymäki states is a character who ‘engages explicitly in subversive action 
when making visible social injustice with their trickster performance based on violations of 
class, gender or other boundaries.’322 The crime fiction element of the novel both reacts to the 
normalisation of female detectives by building upon the long history of fictional women 
 
320 Yes, women hitmen are featured in films, with Killing Eve (2018) on the BBC getting rave reviews, but the 
twist at the end of ‘Bedtime Story’ works using the same premise as the riddle about the female doctor. 
Despite there being female doctors on television and in our lives, the riddle is still occasionally told. It uses 
the presumption that we as a society do not automatically place women in roles that were once reserved for 
men. 
321 In one small moment, Gwilt does become the trickster. Gwilt suggests to Janet that she is financially more 
affluent than she is, but this was in an attempt to keep Janet from going into academia. It was not an action 
tied to the crime fiction element of the novel. 
322 Mäntymäki, p. 205. 
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sleuths (even when reality does not match literature), and it attempts to approach the female 
killer in a way that does not depict her as traumatised victim, devoted lover, dangerous 
trickster, or part of a murderous family. 
At the top of this section, I argued that, at first, I did not immediately place women’s 
issues on my bullet point manifesto and decided to focus on class and race. However, from 
the onset, it was a story with a large ensemble cast, many of whom were women. After the 
initial planning stage, a few of the characters changed gender. For example, Francine was 
originally Frank, but I changed her gender as the story developed. I wanted Wilson’s child 
and Janet to have similar stories, and as Frank’s story developed, he appeared to be more of a 
man who was angry that he didn’t get his way, as opposed to a wronged yet accomplished 
PhD student. By switching genders, it allowed me to play with perceptions of regret, 
entitlement, and talent. Additionally, the Rogan Josh girls were initially written as boys, and 
they were nothing more than vandals. The boys of Rogan Josh spray-painted fences and 
keyed car doors, and they existed to provide the original OAPs (Martha, Abby, Barbox, 
Oxpecker, Lord Daffyd, June, and Mrs Buchmanner) a reason to start a neighbourhood 
watch. But, as the OAP remit changed, the Rogan Josh lot needed to do more than litter and 
spray paint walls. I decided to pair them with the St Lucy’s girls, and in doing so I felt a 
gender change needed to happen. Yet, when I first gender swapped the Rogan Josh students, I 
reserved the girls for discussions of class, and it wouldn’t be until later that I realised I was 
writing them intersectionality, as part of a gender and class discussion.  
Parallel to writing the novel, I became involved in several women-only spaces; such 
as the secret Facebook group (as previously noted), but I also joined Graduate Women 
Scotland, a subset of Graduate Women International (GWI). The purpose of GWI is to 
‘empower women and girls through lifelong education’. I also worked with an organisation 
called Lift Off, which helps school students from multiple deprivation areas of Scotland 
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prepare for university, and a number of these students were young women. Yet, despite my 
interest in helping to support the education of women, I did not think to openly include 
women in my satiric purpose. 
 All the while, I was writing the novel and in it I subconsciously addressed the 
marginalisation of women. For example, I included a scene in which one of the Admin 
Assistants is not allowed to leave early for parenting duties, while a male colleague is 
provided with ample flexibility because he’s a dad. I included scenes in which women are 
talked over, dismissed, and have their work stolen. 
Yet, unlike the thought that I put into representations of race, class, and nationality, as 
well as the development of characters in relation to genre, the discussions of women in 
education came naturally and without thought. Scenes of gender marginalisation were not 
written because I was reflecting a zeitgeist or fulfilling a satiric purpose, they were written as 
replications of life – my life and the life of my female friends. These scenes were based on a 
reality that I thought was blatantly obvious to everyone. 
 I had a revelation when I first started asking for reader feedback. The scene that 
stands out for reader reaction is the one in which PC Stinumn is mauled:  
At an entrance to University College, where it was suspected that the Hammertoe 
Mutilator had recently claimed a victim, PC Stinumn, who had only been on the 
force for a year, was standing guard with PC White. Stinumn had been attempting 
to chatting up PC White, and, when he got a bit handsy, PC White decided that 
getting a cup of coffee was a good excuse to walk away. White later stated that 
she had not gotten farther than twenty paces around a corner when she heard a 
scream. She returned immediately and found the shredded corpse of Officer 
Stinumn.323 
 
The reaction to the scene was determined by the gender of the individual who provided 
feedback. Women either didn’t have any feedback for this section at all, or found the last line 
funny. Men on the other hand found it unbelievable, with one stating that PC White would 
 
323 The Life and Times of a Doctoral Thesis, p. 10. 
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have reported Stinumn for his behaviour. A footnote was also added to this section, which 
read: 
White later told the police therapist that she was feeling quite existential about the 
whole incident. If PC Stinumn hadn’t hit on her, she wouldn’t have left to get a 
coffee, and she might have been the murder victim. The therapist leaned back in 
his chair and thought for a second, then he told PC White that he was surprised 
she didn’t feel guilty for causing Stinumn’s death. That if she hadn’t ‘over 
reacted’ to PC Stinumn’s signs of friendship, he might still be alive.324  
 
The women who read this passage recognised the underlying message, which called attention 
to the conditioning of the female victim to feel more concern for the rapist’s future than her 
own violation, and the patriarchal attitude that women are the carers of the world and should 
feel guilt and concern for those that attempt to dominate them. Whereas, one man – one who 
I respect immensely and who I know is progressive in nature and an ally to women and 
minorities – responded with ‘Why? What is the logic here, from her perspective?’ If he did 
not immediately recognise the underlining premise of the story, then what about men who are 
not allies to women? 
This was early in the writing process, so I started to pay more attention to how I 
represented the marginalisation of women. I also started thinking about the traditional 
narrative of the female killer and victim, and I this is when adjusted my satiric purpose to 
include barriers to women in higher education. In fact, this is when the satiric purpose 
became broader to include a spectrum of marginalised individuals represented in an 
intersectional manner. I adjusted my satiric purpose, and I wrote about what I saw and 
experienced, and I became far more aware of the male interpretation of these situations. 
Writing about women’s issues became an act of dissidence, and I took on a stronger role of 
activism. 
 
324 The Life and Times of a Doctoral Thesis, p. 12. 
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 Sometimes being an activist is nothing more than reporting the world around you. For 
example, I once watched a lecturer attempt to intimidate a Muslim postgraduate by keeping 
his gaze on her as he discussed masturbation. I have been in more than one academic 
department where a lecturer attempts to get too close to his student. Fictionalised versions of 
these moments went into the novel, images of reality but changed for parodic effect. Melanie 
McGrath, the co-founder of Killer Women has stated that ‘The genre of crime allows you to 
say almost anything and explore emotions that—particularly as a woman—are not acceptable 
to explore: rage, revenge and feelings of injustice... and it allows you to give the bad guys 
their comeuppance.’325 
This is what I was doing with The Life and Times of a Doctoral Thesis. Using my 
crime fiction novel and its satiric purpose to rectify gender imbalances. The campus fiction 
would set them up, and the crime fiction would knock them down. 
I never meant to write about women’s issues; I also never meant not to. But when 
something is such a part of one’s life, a part that has been defined by others, yet still defines 
you, it will work its way into your writing. 
 
Character – Age and sexuality 
I would briefly like to touch on how homosexual and older characters were 
respectively represented, as I have yet to do so. Nate is the only character in the novel who 
the reader knows is gay;326 his sexuality is not meant to be part of the campus or crime fiction 
elements. He was not meant to be subversive or to subvert a genre;327 his sexuality was meant 
to highlight youthful inexperience. He and Ryan (who is straight) both struggle with their 
 
325 Kate Lloyd, ‘The “Killer Women” Writers Collective Is Turning the Page on Sexist Crime Novels’, Broadly 
(24 October 2016) < https://broadly.vice.com/en_us/article/mbqekq/the-killer-women-writers-collective-is-
turning-the-page-on-sexist-crime-novels> [last accessed 10 November 2018]. 
326 It is never discussed in the novel, but I imagine both Carter and Beresford as gay. 
327 Both crime fiction and campus fiction typically lack developed gay characters; therefore, his very existence 
is subversive in the genres. However, that is not the purpose for his creation. 
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sexuality, and affections for those who do not (or in the case of Janet, should not) return the 
feelings. Nate struggles not with being gay, but learning to be an adult. Ryan is Nate’s first 
big crush, and he doesn’t know how to act. Nate is a bundle of nerves and has little 
experience with relationships. Nate, as well as Ryan, are reminders that undergraduates – 
especially those in the first two years – are still young. Faculty tend to forget that many 
students have yet to have fully formed adult experiences, and university is a place to acquire 
the skills needed to proceed in life – not just in education. Nate and Ryan were 
representations of bumbling youth, learning to navigate love and crushes for the first time.328 
Not including Nate’s sexuality in the satiric purpose does not intend to reduce the 
barriers that LGBTQ+ individuals face, instead it hopes to normalise a very common group 
of people. It hopes to add to a literature by including the LGBTQ+ community as an 
intersectional part of society. 
Age also plays a larger discussion in the novel, and I was worried about painting the 
older individuals as doddering or comical. I wanted to show the division of town and gown, 
where housing is often divided between the retired who can afford to buy a property or have 
owned in the area for at least a generation, and the students fighting for space. I also wanted 
to enact a smaller discussion about class and education: June – who is upper-class – acquiring 
a degree, a PhD, and a prestigious career versus the Brewster sisters – who are working-class 
– remaining in service-based jobs. Despite the lack of formal education, the Brewster sisters 
are not uneducated. Their healthy reading habits highlight a desire to learn late into life, and 
Abby’s inquisitive nature replicates the sharp wit of the female sleuth of the Golden Age of 
Detective fiction.  
 
328 On a completely separate note, Ryan’s stalking of Janet is also meant to indicate how men are conditioned to 
act when women don’t show affection. His manipulation of Nate in order to acquire someone who Ryan 
treats as a fetish indicates a larger discussion of consent. 
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While the older locals were not meant as parodies, the misconception of older 
students is parodied. Janet by some standards is considered a mature student, despite being in 
her thirties. PhD students who have life experience are seen as a benefit in some fields. In the 
UK it is entirely feasible to have a PhD by twenty-three years old (if the undergraduate 
degree is from an English university, and the student went straight to a Masters from their 
undergraduate);329 therefore, when entering a PhD programme it can be daunting to think that 
those around you are old enough to be your children. However, there may be indications that 
the starting age of a PhD student is changing. In 2016/2017 there were 49,825 PhD students 
who were thirty years of age and older out of 112,525 total recorded.330 I wanted to highlight 
this through Janet. Someone who – by starting a PhD in her thirties – was becoming the 
norm, but who still felt out of place. Additionally, in the footnotes, comments are made about 
the desperate nature of older students: 
The first type of student has taken a break from education, perhaps it’s only a few 
years or maybe it’s thirty. Some perhaps had never been to university and opted 
for post-school education that brought them through the certificate and diploma 
route. As many Master’s programmes tout the importance of life experience, 
maturity, and practical knowledge, university admission boards may give 
exception to these mature students without undergraduate degrees, exchanging 
entry requirements for cheques. Some of these returners do have a degree, and 
some may even have a Masters from another country or another time. But for all, 
there is one thing that draws them back into education, loss: their kids are grown, 
their spouses have left, their parents have died, their friends have moved on, their 
jobs have let them down. The Master’s degree is the woman’s answer to the mid-
life crises. And, with the mid-life crises getting sooner and sooner, universities 
are happy to take in the fees of people in their late twenties on upward in a 
promise of a new life.331  
 
This short section simply wanted to cover two demographics that had yet to be 
discussed and that are important contributions to the novel. Sexuality and age can be barriers 
to higher education; however, I wanted the presentation of LGBTQ+ individuals and people 
who return to education later in life to be seen as a move forward. These character traits were 
 
329 The European University Institute reports that 26-27 is average age when obtaining a PhD in the UK. 
330 ‘HE student enrolments by personal characteristics’, HESA. 
331 The Life and Times of a Doctoral Thesis, p. 66. 
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to be normalised not lampooned. While I parodied other people’s attitude towards older 
students, in general it wasn’t through parody that I represented these groups. I wanted them to 
be a normal part of a diverse university system.  
 
Results of representations of setting and character 
 
This chapter provides insight to how I use characters and setting in the novel to 
further the satiric purpose. This chapter further helps set The Life and Times of a Doctoral 
Thesis within a larger historic narrative of two genres. The chapter addresses how certain 
characters are either part of the crime fiction or campus fiction streams, and it also highlights 
my process in developing character in relation to both the genre and the satire. In many ways, 
this novel attempts to move away from traditional representations of race, nationality, gender 
and class in both campus and crime fiction, but – as is noted in the section on race – depicting 
a community that I am not a part of was broached with caution, and questions still surround 
whether or not The Life and Times of a Doctoral Thesis serves these communities well. In the 
novel, even when representing a minority to which I belong – a woman of foreign birth – 
internally I question whether or not I am exacerbating already existing problems of 
representation. One such example is violence towards women in the novel. I question 
whether or not the torture of Piggy is necessary for the novel, or if it is disregarding a female 
character for plot momentum. Complicating the issue of women and violence in crime fiction 
is the fact that male readers viewed the violence and/or harassment in a different light than 
women. There was a similar reaction to the people of colour in the novel; with those who are 
people of colour themselves noticing that Reekie is Scottish Asian, while white people did 
not notice her ethnicity. The perceptions of identity and recognition of the barriers 
marginalised characters face in the novel was often swayed by the reader’s gender and 
ethnicity.  
   R Marsh 178 
This chapter also discusses world building, which helps define the process of setting 
up a project with the specific intention of housing two genres that can be conflicting. By 
consciously addressing how the world of the novel was created – including influences of the 
Caledonian antisyzygy – it helps ground how the characters navigate a world of dualities. 
The most compelling outcome of this chapter is that it helps me reconcile my thesis 
questions. While delving into my use of gender in the novel, I became acutely aware of my 
biases, and how much – like Janet’s reaction to race – I rebelled against the notion that, as a 
woman, the novel’s satiric purpose should include a discussion of gender and barriers women 
face in regards to higher education. Slowly, I came to realise that being a woman – for all its 
difficulties – is such a large part of my identity, and I could not extricate that from the 
narrative. The realities of being marginalised through harassment, dismissal, and 
manipulative power-plays worked its way into the story. This led me to question if, when 
writing as a satirist, my own personal opinions and biases would find their way into whatever 
genre I attempt to write? And, if this is the case, what happens then to that genre? 
The answer to these questions will be in the final Conclusions and Results Chapter of 
the critical commentary. 
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CONCLUSION 
Results 
 
This thesis is based on the notion that satire is a mode of rhetoric that supports a 
critique of a socio-political grievance, and that it uses parody to distinguish it from other 
modes, which may sit within a genre. While genre, by contrast, is not reliant on a political 
message but is a series of codes that the audience interprets based on preconceived ideas of 
genre, as well as the culture of the author and the audience. The novel set out to test this 
theory. I placed two genres – one that is traditionally associated with satire (campus fiction) 
and one that is not (crime fiction) – into a single text. In the process of testing the above 
theory, I also wanted to discover if the mode disrupts the genre, and how the two genres 
interact with one another. 
My idea was originally founded on the principle that in works of satire the satiric 
messages does not affect the classification codes of the genre. For example, in The 
Hitchhiker’s Guide to the Galaxy, the genre of science fiction is not disrupted, or changed, 
despite the satiric message not being connected to the science fiction genre. As discussed in 
Chapter One, The Hitchhiker’s Guide to the Galaxy parodies the science fiction genre, which 
also provides it with the codes to be classified as such (through the parody of space aliens), 
but the novel also parodies the futility of British life, which is where the satiric message lies. 
I started by investigating The Hitchhiker’s Guide to the Galaxy, but I delved into campus 
fiction and I noticed that this pattern was applicable to that genre as well. Many works of 
campus fiction will parody academic life but have a satiric purpose that could be applied 
outside of academia. For instance, David Lodge’s Changing Places parodies the different 
university environments but it includes a satirical message that addresses sex and marriage. 
When developing my PhD, I had assumed that if the satire did not corrupt the genre 
codes in the text, then the same would be true if satire were placed near a genre that did not 
typically hold satire. And, this did prove to be the case. I can, and will, argue that the crime 
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fiction element of my novel was not disrupted by the satiric purpose; in other words, the 
satiric purpose did not force the genres in the text to change. 
However, this PhD also proved some other results that had not been expected. 
Because I cautiously divided the narratives of the two genres (intentionally keeping the crime 
fiction and the campus fiction separate), I had believed that the genres would not corrupt one 
another. This was not the case. 
 Despite carefully keeping (or attempting to keep) the satire out of the crime fiction 
narrative of the novel, I believe it still infiltrated the entire work. While, this outcome may be 
dependent upon the nature of the satirist and the era in which it is being read, it is still an 
unexpected result. 
 This last chapter will discuss whether or not the satire disrupted the crime fiction 
genre, how the two genres reacted to one another, and whether or not the satirist’s attitude 
and the current political climate affected how the satire was perceived. Finally, this chapter 
will discuss how this thesis is an original contribution to knowledge, not just through the 
creation of the novel, but in that it discusses satire and genre from a practitioner’s 
perspective. 
 
Genre disruptions and satire 
I stand on the argument that the satire does not disrupt the genres in the novel. For 
example, the murder of over a dozen ECRs is a parody of the competitive nature of academia. 
It is a parody because I start with the premise that ECRs will do anything to get a job, and 
then exaggerate that premise until it becomes ridiculous, which is the murdering of people for 
a low paying entry-level post. The satiric purpose is furthered through a footnote, which 
parodies the realities of the academic job market.332 This footnote helps the reader understand 
 
332 ‘University Career services across the country are aware that the latter [few job openings] is true, which is 
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the reason behind the murder’s actions, and the larger satiric purpose of the novel, but it does 
not disrupt the classification codes of either genre. Of course, the parody in the footnote is a 
classification code for the campus fiction, but it is not related to the crime fiction. The novel 
– no matter the satiric purpose – still includes a detective and a criminal (the classification 
codes/genre codes for the text); therefore, the crime fiction genre remains intact. 
 To understand why satire does not corrupt the genre, it is important to look back at 
Genette’s distinction between a mode and a genre. He states that the essential difference 
between genre and modes is that ‘genres are properly literary categories, whereas modes are 
categories that belong to linguistics, or (more exactly) to what we now call pragmatics.’333 A 
message is not literary. For example, the message placed in The Life and Times of a Doctoral 
Thesis is that marginalised people do not have equal access to the exchange of knowledge 
found in higher education. I can place that message on a piece of paper and tack it to a tree, 
or – equally as effective – complain about it on social media. I can even put that message in a 
literary work, such as a novel. It does not matter where the message is placed, the message 
stays the same, and it is never literary. 
 As noted in Chapter One, a work of satire needs parody so that it is recognisable as 
satire. It could be argued that parody is a categorisation code, which would (by definition) 
indicate that satire is a genre, yet it is not. This is where we turn again to Phiddian with 
support from Genette. Phiddian states that satire never has been ‘an exclusively literary 
activity’, and Genette states that genre is literary. Additionally, Phiddian notes that satire 
appears across numerous genres,334 indicating that it is a mode. Phiddian quotes John Frow 
 
why they hold seminars for PhD students entitled ‘Finding a job anywhere other than in academia’, in 
which Career Services staff teach PhD students how to turn their 100,000 word thesis on ‘Refrains of 
archetypal tragedy in the meta-epic’ into transferable skills that would be desirable in the finance industry. 
Keeping post-graduation employment rates up is important, so it’s best to get their PhDs hired, even if it 
means they’re working as bankers, or pharmaceutical reps. And, if all else fails, they can return to Career 
Services as alumni, and get help on how to downplay the PhD so they can get a barista job.’ 
The Life and Times of a Doctoral Thesis, p. 574. 
333 Genette, p. 64. 
334 Phiddian, p. 45. 
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who states that: 
Rather than standing alone, modes are usually qualifications or modifications of 
particular genres (gothic thriller, pastoral elegy, satirical sitcom) […] they 
specify thematic features and certain forms and modalities of speech, but not the 
formal structures or even the semiotic medium through which the text is to be 
realised.335 
 
Because satire is not a literary form, but a way of conveying a message, and because it is a 
mode – which act as adjectives to particular genres – it could then be argued that these modal 
modifications will disrupt the genre. Yet, as has already been discussed and is seen in the 
practice portion of this thesis, the mode does not disrupt the genre. The Life and Time of a 
Doctoral Thesis can be considered a work of crime fiction (with identifying codes of murder, 
detection, mystery, and sinister tone), or campus fiction (a connection to academia in some 
manner and a satiric message). It could, in theory, be considered a work of satiric crime 
fiction, or Gothic campus fiction. Satire and the Gothic acts as adjectives, not disrupters. 
In this thesis I noted that the Gothic can be both a mode and a genre. This is where the 
Gothic and its potential corruption of other genres can be confusing. When the Gothic is a 
mode, it will enhance the crime fiction by acting as one of its codes. However, if the Gothic 
is used as a literary genre, which has its own codes, it could disrupt the crime fiction, 
especially if there are more Gothic’s codes in the novel than crime fiction codes. In order to 
avoid the work being over ridden by the Gothic, I used it to bridge the two genres, and like 
satire I do not believe  it has disrupted or corrupted either genre in the novel. The 
classification codes of each genre are still clearly intact. None of the classification codes for 
either the campus fiction or the crime fiction change, disappear, or evolve due to the Gothic. 
Each work can still be seen as a form of campus fiction or crime fiction. If anything, as 
discussed in Chapter three, the Gothic enhances the codes of the crime fiction. 
 
 
335 Phiddian (p. 46) quoting John Frow, Genre, New Critical Idiom (London: Routledge, 2005) p. 65. 
   R Marsh 183 
Genre interactions 
As I proceeded with the PhD project, there was a turn of events in this process that I 
did not fully anticipate; that the two genres would disrupt each other leaving me with 
something new. 
When I started the project, I was aware that two novels in one genre could create 
some form of a hybrid; yet, as my main focus was the interaction between genre and satire, I 
was less concerned about how two genres would interact. However, in the end, I believe that 
the result of two genres in one text is more interesting. 
As discussed in Chapter Three, I was careful to plot and write the two genres 
separately, using the Gothic as a bridge. As I edited and plotted the two genre narratives, I 
found them becoming more intertwined than I had initially intended. This, however, was not 
necessarily an unwanted occurrence, as it was important for the novel to read as a single text, 
not two separate works. In hindsight, I have come to realise that housing two different but 
proportional genres in one text will have one of two outcomes: one set of codes will override 
the other, or they will mix into their own genre. 
As both Derrida and Todorov noted, the recognition of classification codes is 
dependent on culture, and whether or not one set of codes overrides the other may be 
dependent on the culture and the reader. For example, America and Britain produce more 
campus fiction than other countries;336 therefore, I would suggest that a native or resident of 
one of these countries may recognise the campus novel classification codes in The Life and 
Times of a Doctoral Thesis before someone from say, Germany. If a German who was 
unfamiliar with the campus fiction genre, but well versed in crime fiction, read my novel, the 
reaction would likely be to ignore one genre and recognise the other. Yet, if a reader from the 
 
336 Merritt Moseley, ‘East-West in Academic Fiction: An Unequal Exchange?’ East-West Cultural Passage 
(July 2014) Vol. 14 (1) pp. 57-76. 
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United States or the United Kingdom read the novel, the classification codes for the campus 
novel would be recognised alongside those of the campus fiction. From here, there would be 
two further outcomes: one genre would override/disrupt the other, or the genres would merge. 
I will turn back to Derrida and Todorov theories on the inception of a genre to 
understand what happens when genre codes are disrupted. Derrida states that ‘[…] suppose 
for a moment that it were impossible to mix genres. What if there were, lodged within the 
heart of the law itself, a law of impurity or a principle of contamination?’337 He is suggesting 
that within the concept of genre is disruption, and that ‘The line or trait that seemed to 
separate the two bodies of interpretation is affected straight away by an essential 
disruption’338 and that: 
[…] the whole enigma of genre springs perhaps most closely from within this 
limit between the two genres of genre which, neither separable nor inseparable, 
form an odd couple of one without the other in which each evenly serves the 
other a citation to appear in the figure of the other […]339 
 
Derrida is suggesting that, if it is the case that no single genre has a moment of birth – nor 
present, nor future state – and it is all on a sliding scale, then there can be no contamination. 
Each genre is on its way to being another genre. 
There are similarities between Derrida and Todorov, such as the fact they argue that 
there are numerous forms of literature. Todorov even states, ‘We do not know just how many 
types of discourses there are, but we shall readily agree that there are more than one.’340 
Furthermore, like Derrida, Todorov discusses genre as a concept of transformation, ‘A new 
genre is always the transformation of an earlier one, or of several […] There has never been a 
literature without a genre; it is a system in constant transformation.’ Yet, there is a difference 
in Todorov’s concept of the sliding scale and Derrida’s. Jeff Collins in ‘The Genericity of 
 
337 Derrida, p. 58. 
338 Ibid., p. 56. 
339 Ibid., p. 58. 
340 Todorov, p. 9. 
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Montage: Derrida and Genre Theory’ encapsulates Todorov’s theory: 
Todorov pictured a field of mutations in which genres arise out of ordinary 
language use, heterogenous speech acts, becoming genres ‘properly speaking’ 
when recurrent textual features are identified and marked in codes: an 
institutionalisation that establishes norms informing textual production and 
reception.341 
 
Todorov says the inception point is when the genre is institutionalised.  
The next question should then be, if one genre does not override the other, and instead 
it changes into a new genre (as happened with mannerpunk), does my novel support either 
Todorov or Derrida’s theories? Is my novel neither crime fiction, nor campus fiction, nor 
campus crime fiction, but – as Derrida would argue – a point in an endless line of genres? Or, 
is my novel the starting point for campus crime fiction? 
My first inclination is to apply Todorov’s theory, if only for practical purposes. 
Sliding scales do not exist in bookstores, and bookstores and casual readers do – in fact – 
create new genres after repeatedly discovering a new set of codes in a series of similar texts. 
As was discussed in Chapter Three’s ‘Blending genres’ section. If I am to apply Todorov’s 
concept, the next question is, are enough people using the term campus crime fiction for my 
work to be placed within it?  
The answer to this is ‘no’, the phrase is yet to exist. But, instead, ‘campus mystery’ 
does exist as a search term. It does not yet seem to be part of common classification, which 
may suggest that it is a subgenre, on its way to being its own actualised category. Books that 
cover both spectrums are Dorothy Sayers’ Gaudy Night (1935), Agatha Christie’s Cat Among 
the Pigeons (1959), and Campus Murders (1969) by Ellery Queen. More recently, Pamela 
Thomas-Graham’s series of campus mysteries (a collection entitled the ‘Ivy League 
 
341 Jeff Collins, ‘The Genericity of Montage: Derrida and Genre Theory’ Genre Matters: Essays in Theory and 
Criticism, ed, by Garin Dowd, Jeremy Strong, Lesley Stevenson (Bristol: Intellect Ltd, 2006) p. 55. 
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Mysteries’) include A Darker Shade of Crimson (1998)342 set in Harvard, Blue Blood (1999) 
set in Yale, and Orange Crushed (2004) set in Princeton. Plus, if we look at television, we 
have the Inspector Morse (1987-2000), Lewis (2006-2015) and Endeavour (2012-) series, 
which follows a series of detectives in Oxford. While the detectives are not attached to the 
University or Colleges, most of the crimes involve academics, dons, and students. 
 It is interesting that these works of campus mystery lack parody and satire, a staple of 
campus fiction. With the exception of the Ivy League Mysteries which features the amateur 
sleuth, Professor Nikki Chase, who is the only black faculty member in the Economics 
Department, there is little satire in the noted campus mysteries. Even in the case of Pamela 
Thomas-Graham’s novels, the parody is lessened for the murder mystery. Nikki Chase faces 
racial stereotypes but these instances are not necessarily parodied in the novels and are 
instead laid out for the reader as a sad and extremely unfair reality of higher education. 
Therefore, without the satire, it could be argued that the campus mystery is crime fiction set 
on a campus. 
 If not campus mystery, what genre is The Life and Times of a Doctoral Thesis? If we 
take Todorov’s theory to heart, and argue that a genre becomes fully formed when its codes 
are so recognised that others replicate their construction and the genre becomes 
institutionalised, could my novel be considered a work of campus crime fiction, or even 
supernatural campus crime fiction? Only time will tell, as it will depend on how the novel is 
perceived by the public, how it is categorised by libraries, booksellers, critics, readers, and 
other authors. 
 
 
 
342 Not to be confused with A Darker Shade of Crimson: Odyssey of a Harvard Chicano (1993) by Ruben 
Navarrette, which uses satire to discuss the barriers that Latin Americans face when attempting to enter 
elite universities in the US. 
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The reading and writing of satire 
This section will discuss why I might have chosen the genres of crime fiction and 
campus fiction, and how my role as an activist might have subconsciously influenced the 
text. Then I will talk about readership and history. 
 For this project I could have attempted a much simpler experiment. I could have put a 
satiric message in a single genre that does not normally hold it, such as romance. Except, I 
had a lot I wanted to explore, and I felt the best way to do this was to incorporate one genre 
that housed satire and one that did not. I told myself that experimenting with two genres was 
a noble act that would contribute original knowledge to a larger discourse. While this is 
certainly the case, it is also possible that I wanted to go on a socio-political rant, and campus 
fiction and crime fiction provided the best outlets. 
 It could be argued that the reason why crime fiction is so widely read is because it 
brings criminals to justice in a world that feels out of control. In fact, this is rule number three 
of Ronald Knox’s commandments for detective fiction: ‘There must be no love interest: the 
business in hand is to bring a criminal to the bar of justice, not to bring a lovelorn couple to 
the hymeneal altar.’343 This search for justice may especially pertain to women’s roles in 
crime fiction. According to Professor LaVerne McQuiller Williams, ‘Throughout most of our 
nation’s history, women who suffer criminal victimisation, women who break the law and 
women professionals working in the criminal justice system have largely been ignored.’344 
Furthermore, victims can be ignored, discredited, vilified, and shamed. 
In life, women often feel that they have no recourse against violence, but crime fiction 
gives us an outlet. We read crime fiction hoping to find a fantasy that provides justice for the 
victims.345 This may even be the reason women write and read about brutal acts of gender 
 
343 Knox, p. vii. 
344 LaVerne McQuiller Williams, ‘Editorial: Women, Crime, and Criminal Justice’, Women's Studies Quarterly 
(Fall - Winter, 2004) Vol. 32 (3/4) p. 6. 
345 As noted in Chapter One, I consider the pursuant of the criminal to be a categorisation code of crime fiction. 
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violence, because we can only find justice in fiction. Furthermore, perhaps it is why I wrote 
about a privilege-eating monster, because I wanted to create a world in which I could exert 
justice. The piece was as much a fantasy as it was crime fiction. 
 Now, take into consideration campus fiction, satire, and parody. It has already been 
suggested that the satiric purpose of some campus fiction is to call attention to the imbalances 
of power – in and outside of academia. In Chapter One, I quoted Charles Knight who stated 
that the Menippean form of satire ‘mixes philosophical topics with discordant familiarity and 
vulgarity, and the resultant compound is subjected to the catalyst of fantasy’. The themes of 
familiarity, vulgarity, and fantasy are quite close to the discussion that crime fiction 
fantasises about justice. Add to this Mikhail Bakhtin’s suggestion that parody 
‘deprivileges’.346 Earlier in this thesis I stated that parody takes those in authority, those with 
influence, and those ideologies that are skewed towards the powerful, and it removes their 
shell of privilege to show the naked reality beneath. Parody allows us to deprivilege the 
powerful. If parody is part of satire, then through parody satire deprivileges. If I couple this 
with crime fiction, and argue that crime fiction seeks to right an imbalance of power, then by 
putting together crime fiction and campus fiction, I can use campus fiction to state what is 
wrong with society and then rectify it with crime fiction. I had a monster literally eat away 
injustice. However, the fact that I put these two genres together should not be terribly 
surprising, especially considering the dissident nature of the satirist.  
When working on this project, what I underestimated was the power of the satiric 
purpose and how a dissident will subconsciously (or consciously) infiltrate their own work 
with rhetoric – or satiric messages. This became especially apparent when I reviewed the 
manner in which I addressed women’s issues in the novel. I came to realise that the entire 
text, even the crime fiction, reads as a satiric work on women’s issues. In fact, when I gave 
 
346 Hutcheon (p. 22) citing Bakhtin. 
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readers parts of the novel and asked for feedback, one question I included was ‘What is the 
satiric message in the novel?’ While most readers saw it as a treatise against marginalisation 
in higher education, many believed that the main theme of the entire novel was gender 
imbalance. 
A lack of awareness in regards to how my work was being perceived highlights the 
importance of ethics in satire. If I – a satirist and a scholar who knew that her project would 
be examined and scrutinised by a team of educators and therefore was meticulous in its 
creation – was unable to keep the satire from infiltrating the text in way that I had not initially 
been aware, then what does this mean for the less than scrupulous – or less than attentive – 
satirist? This lack of awareness can become dangerous, and it is how satires can be 
appropriated for unintended purposes.347 
Furthermore, the zeitgeist of an era will impact greatly on the novel; yet, like 
audience, the time in which the novel is read is uncontrollable. As discussed in Chapter Two, 
contemporary comedians such as Jon Stewart, John Oliver, and Samantha Bee are currently 
using satire to get a political message to wider audiences and enact change. The dissident and 
activist, who use satire as a mask, help make the message more palatable during difficult 
times. 
John Doyle stated that ‘there are specific periods when satire is necessary. We’ve 
entered one of those times’.348 This may indicate why satirists are not only popular at the 
moment, but effective when other campaigns are not. Perhaps, certain eras are more prone to 
seeking certain agendas, which is why there is an uptick in satire during times of political 
strife. People are searching for their message, or their purpose, reported in a bias manner. 
 
347 For a brief discussion of the dangers of misinterpreting satire see Appendix One. 
348 Doyle, ‘Ours is a very satire-friendly age’. 
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The notion that certain time periods are ripe for satire, leads me to question how 
satires are read. When a particular event or message fills a news cycle, does that influence the 
reading of satire? For example, some of the feedback for The Life and Times of a Doctoral 
Thesis occurred during the height of the #MeToo campaign; therefore, did the satiric 
messages pertaining to the marginalisation of women become heightened? Additionally, 
would those reading the novel during the 2018 UCU strike imprint specific ideals onto the 
satiric purpose because power imbalances in higher education were at the forefront of the 
news cycle? 
Three and a half years is a long time to write a work of satire. I began writing in 
January 2015, finished the novel in July 2018, and I submitted the novel portion of the thesis 
in November 2018. In those three and a half years, Europe both welcomed and turned away 
millions of refugees from North Africa and the Middle East, Britain voted to leave the EU, 
Trump came into office, and violent bigotry found a voice in the mainstream. Also, labour 
strikes at UK universities helped to stop (even if only temporarily) the dismantling of faculty 
and staff pensions, over 700,000 people marched on Parliament to demand a second vote on 
leaving the EU, hundreds of millions of people around the world marched for strengthening 
women’s rights, millions around the world protested against authoritarian regimes like those 
encouraged by Trump and his presidency, the Democrats regained Congress in the United 
States, I received my British citizenship, and – most importantly – Jodie Whittaker became 
the first female Doctor. 
The creation of this thesis has made me acutely aware of timing and satire. 
Addressing specific political concerns can be a precarious job, especially as the issues may 
change, become worse, or even disappear over time. So much did not go into the novel 
because it became irrelevant within a month, and so much more went in because other issues 
became heightened. More importantly, this thesis has accumulated as many questions as it 
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has answered. And, experiments in satire and genre aside, I’m proud that I produced a work 
of art that could be considered dissident. 
 
Contributions to knowledge 
What this thesis has done is it has addressed some questions, such as ‘Will satiric 
purpose disrupt genre?’ and ‘How do modes and genre interact?’ The answer to the first 
question is ‘no’, I do not believe that – as I have defined the concepts of satire and genre – 
satire does not disrupt genre. The answer to the second question is, ‘it depends on the mode 
and the genre’. Satires do not impact upon genre; however, because the Gothic mode is part 
of the crime fiction genre, it can enhance crime fiction without necessarily disrupting it. 
This thesis specifically addresses questions about the nature of satire, genre and 
parody; however, in the process of answering these questions, I believe I have provided an 
equally important original contribution to knowledge – a study on satire, parody, and genre 
from the point of view of a critical practitioner. Investigations into these fields are often 
through a critical lens or purely through the personal experience of the writer. What this 
thesis has done is take critical discussions of satire, parody and genre and applied them to the 
practice of writing, which can then be used to guide future practitioners or used as a means to 
better understand the theory.  
In Chapter One, I surveyed important critical discussions of satire, parody, and genre, 
and then formulated my own definitions, which were inspired by the work of Phiddian, 
Knight, Genette, Todorov, Derrida, Hutcheon, Dentith, and Sanders. These defintions 
provides much needed clarity for practitioners, while still allowing for malleable usage. 
Chapter Two discusses satiric purpose in further detail. While I used the chapter to 
discuss my own satiric purpose and the development process, more importantly this chapter 
highlights the severity of satire. Satire is a call to action, and it can be the work of an activist 
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or a dissident. This thesis has allowed me to express my political views in a way normally 
reserved for activists. Yet, with activism comes responsibility. Chapter Two discussed the 
need to be ethical when developing satire, how satire can evoke change, and how – when not 
managed properly – satire can be dangerous. 
Chapter Three was an in-depth discussion of how the two streams of the novel were 
developed and written in relation to the thesis questions. This chapter defined the 
classification codes found in campus fiction and crime fiction. I then applied this to world 
building. Discussions of world building are often reserved for large multi-verse fiction, or 
fantasy and science fiction, but I argued that it is equally important to satire, campus fiction, 
and crime fiction, in that these types of literature rely heavily on balancing reality and genre 
trope in order to create a world rooted in verisimilitude. In this chapter I also discussed how 
the mode of the Gothic could act as a bridge between genres. What this chapter achieved was 
a discussion of how theory was put into practice. 
Chapter Four provided information on how character and setting could be used to 
further the satiric purpose. This chapter delves into how race, nationality, class, gender, age 
and sexuality should and can be represented in fiction, and it discusses how these 
representations were used in the novel. This final chapter was the most self-reflexive as I 
questioned my motives and responsibilities as an author.  
The entirety of this thesis supports the notion that satire is a mode of rhetoric, and that 
it uses parody to distinguish it from other modes. This project also shows that genre, by 
contrast, is a series of codes that the audience interprets based on preconceived ideas of 
genre. Through experimentation it shows that satire will not disrupt a genre, but genres can 
become intertwined. While this critical commentary is meant to be a companion to The Life 
and Times of a Doctoral Thesis, I can only hope that the entire PhD project one day helps 
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other practitioners find their way as they wrestle with satire and genre, and that it provides a 
guiding light in a stormy satirist sea. 
For me, the project has raised as many questions as it answered, which helped me to 
see the entire project as an on-going process – one that will continue even after the PhD is 
completed. 
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I drew all but three images in the novel. These images include: 
 
The Classics Man drawings were commissioned for the thesis and illustrated by Cori Marsh 
in August/September 2018. 
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The cover of ‘So You Met a Construct’ is from a mid-twentieth century brochure on 
marksmanship. Title and artist unknown. 
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APPENDIX ONE 
Ethical Satire: Emotional Response to the Satiric Purpose 
 
This section will briefly discuss how satire can evoke an emotional response, and 
what happens when a satire is misunderstood or misused to provoke an unintended emotional 
response. As I delve in to various misinterpretations of satire, I will reference various satiric 
texts and digital memes, because memes often come with a comments section, which 
provides access to information on reader engagement. The information in this section is a 
compliment to Chapter Two and Appendix Three, as it helps to explain why I felt it was 
important to research a satiric purpose, rather than base my satiric novel on opinion only. 
One of the first noted instances of satire, The Clouds by Aristophanes (423 BC), was 
used as factual information in a trial despite the play being a work of fiction. Aristophanes’ 
play, which mocked Socratic teaching, was used as contributing factor in the trial of Socrates, 
who was put to death for not acknowledging the gods of the city and for introducing new 
deities. On the surface, it may appear that The Clouds (423 BCE) was not understood to be a 
work of fiction, and that its use as proof of Socrates’ guilt was due to a lack of understanding 
about the new concept of satire. However, I.F. Stone in The Trial of Socrates (1988) argues 
that as Socrates’ trial took place twenty-five years after the first production of The Clouds, if 
the play were a primary indication of Socrates acting in an unlawful manner, he would have 
been brought to court at an earlier date.349 Stone adds, ‘If the Athenians were sensitive to 
aspersions on the gods, they would have carted off to jail not only Socrates but 
Aristophanes.’350 Additionally, even though Aristophanes was considered an accuser through 
The Clouds, Plato described Socrates and Aristophanes as friends in the Symposium (385-370 
BCE).351 
 
349 I.F. Stone, The Trial of Socrates (London: Jonathan Cape, 1988) p. 200. 
350 Ibid., p. 200. 
351 Plato, The Symposium, (trans) Paul Woodruff and Alexander Nehamas (Indianapolis, IN, USA: Hackett Pub 
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The misunderstanding – or misuse – of satire continues. The satiric newspaper The 
Onion publishes stories with headlines such as ‘New SeaWorld Show Just Elephant 
Drowning in Large Tank of Water with no Explanation’.352 However, not every reader seems 
to realise that these stories are satirical, with one Facebook commenter leaving the following 
message about the aforementioned article, ‘I called Orlando, and was told they dont even 
have elephants, and if they did they would never do this…I asked the manager be told about 
this…THIS ISNT EVEN A LITTLE FUNNY!!!! I hope whoever made this gets their asses 
sued off…..so not funny…..’353 As the number of ellipses and explanation-points seem to 
indicate, the individual clearly was incensed enough to check into the welfare of the fictitious 
elephant. Yet, this is not an isolated incident of satire being misconstrued for truth. My own 
Facebook feed reported a discussion surrounding a ‘satirical’ news story in The Stately 
Harold about the sons of The Beatles starting their own band.354 One individual on my feed 
who works in digital media thought the story was true until it was pointed out to her that the 
article was derived from a ‘satirical’ online magazine. 
While these pieces evoked an emotional reaction from their audience, it was not the 
satirical element that caused the reader to do so, but the information provided – even if it 
were fictitious. What The Onion and The Stately Harold piece highlight is that an emotional 
reaction can be evoked from a reader, even if the work is not seen as satire. It is the act of 
engagement that becomes important.  
 
Co, 1989) p. 79. 
352 Image 1 at end of Appendix One 
‘New SeaWorld Show Just Elephant Drowning In Large Tank Of Water With No Explanation’ (Chicago, IL, 
USA: The Onion (20 August 2015) Vol. 51 (33) <http://www.theonion.com/article/new-seaworld-show-
just-elephant-drowning-large-tan-51139> [last accessed 5 November 2018]. 
353 Hudson Hongo, Literally Unbelievable: Stories from The Onion as Inspired by Facebook (5:15pm on August 
20, 2015) < http://literallyunbelievable.tumblr.com/post/127183357829/i-asked-that-the-manager-be-told-
about-this> [last accessed 5 November 2018]. 
354 Image 2  
‘Sons of The Beatles to form band, will be called “The Shoots”', The Stately Harold (June 3, 2015) 
<http://www.thestatelyharold.com/#!Sons-of-The-Beatles-to-form-band-will-be-called-The-
Shoots/cmbz/556f482f0cf2312d7969e42b> [accessed 5 June 2015]. (Website deactivated)
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Phiddian states that satire aims to provoke audiences in order to obtain an emotional 
response,355 but does not fiction and journalism engage with its readers to provoke an 
emotional response? For example, Paul D. Shinkman of the USNews wrote an article on 27 
June 2015 with the headline, ‘Iraqi Civilians Will Die, and Everyone Needs to Get Used to 
It’356 with the intent to provoke an emotional response. In fact, it is The Onion’s journalistic 
style – one that uses the same language as the USNews article – that may cause confusion, 
which in itself is an intellectual reaction. 
Knight’s discussion that satire ‘present[s] itself in the guise of formally recognised 
literary genres’ holds true in this instance. The Onion disguises itself as journalism through 
parody. Yet, it is not the journalistic form that evokes an emotional or intellectual response, it 
is the subject matter. This leads us to the rest of Phiddian’s quotation: the subject of the satire 
(or ‘rhetorical strategy’) must be of ‘public (or at least inter-subjective) significance’.357  
Is ‘public significance’ the key to understanding satire? Yet, this too is problematic. 
Journalists and essayists could argue that their works are of public importance, or at least 
‘inter-subjective significance’. We could also ask how a satiric meme on drowning elephants 
is of any significance? Is the piece a commentary on Sea World’s exploitation of sea 
mammals? Or, is it – like the false Beatles article – simply acting to deceive, or is it mocking 
another subject? The satiric purpose is not clear. 
Public significance must be obvious in satire, as well as relevant to the reader, or else 
the satire can be misinterpreted or misused. This is difficult to manage, as an author cannot 
pick one’s readership. However, being clear in the motivations will help to assure the 
intended audience (or public) is properly engaged. 
 
355 Phiddian, p.44. 
356 Shinkman, Paul D. ‘Iraqi Civilians Will Die, and Everyone Needs to Get Used to It’, USNews, published on 
27 June 2015 <http://www.usnews.com/news/articles/2015/06/26/pentagon-scrambles-to-explain-iraqi-
civilian-deaths-in-anti-isis-hawija-bombing?src=usn_Fb> [last accessed 5 November 2018]. 
357 Phiddian. p. 44. 
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For this I will look at the digital comic strip ‘Manfeels Park’. Created by two Scottish 
design students who go by their first names only, Morag and Erin. Each comic is a drawn 
recreation of the 1995 British television drama Pride and Prejudice with very real, and very 
misogynistic, quotations pulled from social media and attributed to a male character from the 
film. The ‘About’ section of their website explains, ‘The male dialogue in this webcomic is 
all taken word for word or adapted only slightly from web commentary by hurt and confused 
men with Very Important Things To Explain, usually to women.’358 In the ‘Archives’ section 
under the heading of ‘Conspiracy Theory’, Morag and Erin pulled the quotation, ‘Feminism 
is a poisonous offshoot of Judaic cultural Marxism designed to destroy families, the building 
blocks of the nation, and weaken men, who are defenders of the nation!’ from the comments 
section of The Daily Telegraph and placed it against an image of Crispin Bonham-Carter 
playing Mr Bingley.359 The comment was in reaction to a news story entitled ‘Meet the leader 
of Britain’s first feminist political party’. Without needing to read the ‘About’ section of 
‘Manfeels Park’, the satiric purpose of the comic is obvious. By placing contemporary 
slander against a 19th century backdrop, it acts to highlight the fact that misogyny is still 
alive, and it is not an issue to be relegated to a bygone era. Morag and Erin are engaging with 
readers on a matter of public – or at least inter-subjective – significance. 
Yet, once again, do not all journalists, essayists, and academics create works that are 
of public importance and are written in a matter that evokes emotion? To take this discussion 
further, I will look at Gilbert Highet’s The Anatomy of Satire, where he states that ‘Satire 
wounds and destroys individuals and groups in order to benefit society as a whole.’360 In this 
 
358 Morag and Erin, ‘About’, Manfeels Park, <http://www.manfeels-park.com/about/> [last accessed 5 
November 2018]. 
359 Image 3. 
Morag and Erin, ‘Conspiracy Theory’, Manfeels Park (22 July 2015) <http://www.manfeels-
park.com/comic/conspiracy-theory/> [last accessed 5 November 2018]. 
360 Highet, p. 26. 
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passage, he purposefully places an emphasis on plural. He is addressing the Menippean form 
of satire, which seeks to mock ideologies as opposed to individuals.  
By addressing ‘destruction’ and motif, we can begin to see where the difference 
between a work of satire and other forms of writing or communication. While the remit of 
The Daily Mail and Fox News may prove otherwise, theoretically, journalism, essays, and 
even non-satiric works of fiction should set out to inform and/or entertain, not necessarily 
destroy. Even if the Murdock Empire proves to be an example of journalism as personal 
retribution, the languages of journalism, academic writing, and essays should be different 
than that of satire. This takes us back to Phiddian’s suggestion that satire should evoke an 
emotional or intellectual response. 
 Compare journalism (for example, a screenshot of a visual link to a story in the 
Observer with the headline ‘Cameron’s moral failure over refugees “will cost him Europe 
negotiations”’361) with the fictitious novel The Kite Runner by Khaled Hosseini: 
We stayed huddled that way until the early hours of the morning. The shootings 
and explosions had lasted less than an hour, but they had frightened us badly, 
because none of us had ever heard gunshots in the streets. They were foreign 
sounds to us then. The generation of Afghan children whose ears would know 
nothing but the sounds of bombs and gunfire was not yet born. Huddled together 
in the dining room and waiting for the sun to rise, none of us had any notion that 
a way of life had ended.362 
 
Two stories about Middle Eastern families fleeing from war: the first real, the second fiction. 
Both emotional. Both of public interest. Neither satirical.  
 Compare the two above examples with a satiric meme that sought to mock 
xenophobic detritus about the 2015 refugee crisis. It had come to light that a number of 
memes were being posted to social media pages with incorrect images, data, and information 
 
361 Image 4 
Daniel Boffey, ‘Cameron’s moral failure over refugees ‘will cost him Europe negotiations', The Observer 
online, posted 5 September 2015 <http://www.theguardian.com/world/2015/sep/05/cameron-moral-failure-
refugees-europe> [last accessed 5 November 2018]. 
362 Khaled Hosseini, The Kite Runner (London: Bloomsbury, 2003) p. 31 pp. 400. 
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about refugees. One such meme matches an image of a man holding a gun alongside the same 
man supposedly entering the country as a refugee. The website Vice.com, states the incorrect 
nature of this meme by referencing the BBC: 
A couple of days ago the BBC published a story debunking a photo which 
claimed to show a member of ISIS posing as a refugee in Europe. The man 
shown in the image—shared tens of thousands of times—was not an IS militant 
but a former commander in the Free Syrian Army who had been profiled by the 
Associated Press only last month.363 
 
In an attempt to discredit through satire, a counter meme was created depicting the famous 
actor and rapper Ice Cube as a refugee. Like The Kite Runner and the journalistic article on 
the Syrian refugees noted above, the Ice Cube meme sought to evoke emotion (for the Ice 
Cube meme it was a feeling of ridicule towards those passing misinformation about 
refugees), it was of public significance (an attempt to educate the public on false refugee 
information), and it sought to discredit (by negating the efforts of fear mongering). However, 
not everyone recognised the Ice Cube meme as satiric. The Independent highlighted this: 
A picture claiming Ice Cube was an Isis fighter appeared to fool some members 
of far-right group the English Defence League (EDL) and Britain First after being 
shared using the logos of the two groups. It shows the rapper fishing in 2005 
comedy Are We There Yet, with a photo of him holding a gun during his N.W.A 
days below. 
 
[The EDL comment] 
 
‘The second picture is the same Muslim convert Isis soldier pictures in a block of 
high rise flats in Balsall Heath, Birmingham on 13/0915. They’re here. Don’t say 
we didn't warn you!’364 
 
Confusion over what is satiric and what is journalism is common. A quick Google search will 
unearth numerous examples of ‘People who thought the Onion was real’, including former 
 
363 Image 5 
Philip Kleinfeld, ‘Calling Bullshit on the Anti-Refugee Memes Flooding the Internet’, Vice.com, posted 10 
September 2015 <http://www.vice.com/read/kleinfeld-refugee-memes-debunking-846> [last accessed 5 
November 2018] 
364 Image 6  
Lizzie Dearden, ‘Refugees Welcome supporters fight anti-migrant memes with satire - but not everyone gets 
it’, The Independent online, published on 18 September 2015, 
<http://www.independent.co.uk/news/world/europe/refugees-welcome-supporters-fight-antimigrant-
memes-with-satire--but-not-everyone-gets-it-10507283.html> [last accessed 5 November 2018] 
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Congressman John Fleming365 of Louisiana who thought The Onion article ‘Planned 
Parenthood Opens $8 Billion Abortionplex’ was real. He shared the article on his Facebook 
page and stated it was ‘abortion by the wholesale’.366 
The satirist has little control over how the reader classifies the work. In some cases, 
even when presented with the classification of satire, the reader still chooses to engage with 
the work as something other than satire. Scrolling through the comments of The Independent 
article ‘Refugees Welcome supporters fight anti-migrant memes with satire’, commenter 
‘Rob’ denied the satiric nature of the Ice Cube meme by posting on 29 September 2015, ‘The 
pics are there for all to see, ISIS members posing with dead bodies in flames in the deserts, 
then standing next to pretty train staff in Europe making the victory sign.’ ‘Rob’ was not the 
only commenter to do so, as a few of the comments were not about recognising the satiric 
nature of the memes but consisted of extended discussions about fears of terrorists posing as 
refugees. Like The Clouds, interpretation depends upon the reader’s preconceptions of the 
political climate prior to engaging with the satire. Furthermore, I stated earlier that satire 
should use different language than journalism. But, because satire uses parody, which often 
mimics genre and language – including the language of journalism – the difference between 
the language used in satire and the language used in non-fiction can be minimal, making it 
difficult for some to tell the difference. Additionally, if the variants in the language are faint, 
and the reader is predispositioned to follow a particular ideology, then the likelihood of the 
satire being misunderstood is greater. Essentially, like Brandt’s mirror, the reader sees the 
image he/she wants to see.  
 
365 In March 2017, without a hint of irony, John Fleming was made Deputy Assistant Secretary for Health 
Information Technology Reform for the Trump administration. 
366 Image 7 
Mackenzie Weinger, ‘Congressman links to Onion story’, Politico (6 February 2012) 
<https://www.politico.com/story/2012/02/rep-fleming-skinned-by-the-onion-072507> [last accessed 5 
November 2018]. 
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Taking into account the possibility of a satiric message being misconstrued, Doyle’s 
statement that ‘there are specific periods when satire is necessary. We’ve entered one of those 
times’, 367 poses a question. If society needs satire so badly, why are people misinterpreting 
it? 
 Let’s now flip this and ask, if the world needs satire, how does the satirist manage 
engagement when members of the public refuse to engage in an appropriate manner? In some 
respects, the satirist can’t. The language could be tempered and warnings could be posted, but 
wouldn’t that weaken the satiric impact?  
 To ensure ethical satire, a critic must research their world, approach it like scholar. 
But, the satirist is also an artist, and what must be created is art. Once that art is put into the 
world, all the satirist can do is hope for the best. 
  
 
367 Doyle, ‘Ours is a very satire-friendly age’. 
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APPENDIX TWO 
Bullet Point Manifesto: Supporting the Satiric Purpose 
 
 
This appendix discusses the ideas that went into developing the satiric purpose, which 
I have called the ‘bullet point manifesto’ because the notes were originally written as bullet 
points on inequalities in higher education. While the below section is an educated opinion, it 
is an opinion nonetheless and should be read as such. It is written in the voice of an activist, 
as a call to action. However, this manifesto was not originally intended for public viewing. 
The call to action was internal, and the jottings were to be private. Nothing more than an 
organisational tool for drafting a novel. Yet, rarely does a satirist get the chance to submit an 
instruction manual with their writing. I couldn’t pass up the opportunity. 
This appendix is divided into three sections. The first section includes a version of the 
notes I used to create my satiric purpose, as well as examples of how the ideas were used in 
the novel. These are general thoughts on education and society. The second part of this 
appendix is the manifesto that came from the notes, and the third section includes a sampling 
of the supporting evidence I gathered while researching my satiric purpose.  
As noted in Chapter Two, I feel it is important for a satirist to approach her work in an 
ethical manner, and the best way to do this is to research the object of the satiric purpose. So, 
it should also be recognised that the type of references used in the final section of this 
appendix are not the type of articles normally included in a humanities PhD: citations to 
blogs, forums, and various types of social media. A lot of the material has not been vetted by 
peer review. I was looking for stories of discrimination and marginalisation. What I wanted 
to uncover were conversations about inequality in education, and some of the most useful 
stories are not in peer-reviewed journals. Yet, I also wanted to make sure that I wasn’t 
placing myself in an echo chamber, where the articles that I read simply supported my 
opinion, so I have included some formal studies in my research as well.  
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Below is a cleaned-up version that showcases how I transition from perceived fact to fiction. 
 
Notes and Musings: The bullet points 
 
Musing Representation in Novel (often 
exaggerated for parodic effect) 
Education is an open gate to prosperity, not only for the 
individual but also for society. 
 
Without free and open access to a good education* the 
individual will find it difficult to acquire knowledge, 
develop analytical thinking, and attain creative outlets. 
The Rogan Josh girls who forsake 
education are less compassionate. 
Without knowledge, analytical skills, and creative 
thinking the citizen will be too exhausted, misinformed, 
or disenfranchised to play a rational part in their 
community. 
This is represented through Shannon 
and Francine. Francine has a superior 
intellect, but because she did not 
receive a solid education (her 
education was stymied by Minchin) 
she does not know how to use it to 
play a positive role in society. 
Without knowledge, analytical skills, and creative 
thinking the citizen will be too exhausted, misinformed, 
or disenfranchised to play a healthy role in a democratic 
society. 
When creativity and analytical 
thinking are respectively taken away 
from the St Lucy’s girls and St 
Norbert’s boys, they become pawns 
to their housemother and 
housemaster.  
A person who participates in democracy in a healthy 
manner is someone who makes choices based on fact not 
fear, and who takes the whole of society into 
consideration, not just his/her own needs. 
Wilson is an example of this concept. 
He is a someone who continues to 
learn throughout his life, and in 
doing so puts his own needs aside for 
the betterment of society. 
Sometimes a person can have a good education, but when 
no outlet for that education is available, they will use 
their knowledge for their own selfish purposes. 
Lydia Gwilt only thinks about 
herself, and she rules the girls as a 
dangerous authoritarian. Gwilt has a 
PhD, but she doesn’t use her 
acquired skills for the betterment of 
society. 
The ruling class** will fight only for themselves and 
push all who do not serve their interests into servitude. 
(Note: this is not necessarily related to education, but 
connects the above thoughts.) 
The novel contains several characters 
who push others into subservience 
just to maintain their own place in 
the ruling class: Minchin, the 
property developers, and Donnella. 
A good education will stop and reverse societal 
enslavement. 
The St Norbert boys sought a better 
education and in doing so they 
became free. 
A good education should be applied to all aspects of life, 
with higher education serving the individual in their 
research years,*** providing innovation and prosperity to 
humanity. 
Lifelong education is depicted in the 
novel, including the well-read 
Brewster sisters and the school 
children. This is to highlight that 
education need not be formalised for 
it to be productive. 
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*A good education is truly egalitarian, as it does not preclude any student from learning. A 
good education is one that teaches through experimentation, curiosity, and creative play. A 
good education allows the individual to investigate multiple areas of interests, and helps them 
explore how the theoretical has implications in the practical. A good education emphasises 
creativity and analytics as equal parts of one unit. A good education stresses that the 
acquisition of knowledge should be for the equal betterment of self and society. A good 
education may lead to a more financially prosperous life, but that is not its goal. The goal of a 
good education is to create citizens that are a benefit to themselves and their community. 
 
A bad education exists as a precursor for career services only. A bad education hinders 
learners at multiple stages, requiring them to conform. A bad education prepares students for 
predetermined hierarchical roles in society. 
 
Good and bad education is not determined by the learner, type of school, or form of 
education, but is determined by the purpose of the education: whether it is meant to set a 
person free or to bind them to predetermined status. 
 
Good and bad education is depicted in the battle at the end of the novel, which is not 
only a fictional representation of the above ideology but draws directly from Swift’s 
Battle of the Books (1704). 
 
**There will always be part of society that makes decisions that affect the community as a 
whole. However, when I speak of the ‘ruling class’, I am using the term to indicate a group of 
people who rule in self-interest. The ruling class, as I am using it, are small in number, 
authoritarian, and work to ensure that others do not have access to power. The ruling class 
seeks to benefit from their power, and work hard to depower and deprivilege others. 
 
In the novel, the parents of the boys who live on Hope Street represent the ruling 
class. However, I also wanted to show that people can be of the ruling class in their 
own small world, and it does not need to indicate traditional concepts of class. For 
example, Minchin is not necessarily ‘posh’, but he is desperate to keep the long-
standing hierarchy of education in place, as it provides him with the power he may not 
have access to in other strata of society. 
 
***A person prepares for adulthood through primary and secondary education, and the 
‘research years’ is when they discover – through their own volition – how to be of benefit to 
themselves, their communities, and society as a whole. 
 
In the novel I attempt to show examples of lifelong learning. Not only is the 
university featured, but so are the school systems. Wilson is a personification of the 
value of constant education. He is an educated individual (with two PhDs), and his 
drive to provide knowledge and research to wide audience shows that he is a benefit 
to society. This is in contrast to Minchin, who is a formal part of the academic system, 
but eschews personal growth and lifelong learning. 
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The Manifesto: Causes and effects of inequality in higher education 
 
Below is the manifesto that was developed from the notes above. The declaration is 
grand, sweeping, and emotive, which is an appropriate manner in which to formulate a 
satirical purpose. Phiddian said that: ‘Satirists certainly tend to moralise […] They can be 
reactionary, progressive, anarchistic, or revolutionary […] For politically engaged cultural 
analysis, this is a problem.’368 The Life and Times of a Doctoral Thesis is not a cultural 
analysis but a work of dissidence, and the manifesto provides the satire with a purpose that is 
meant to be reactionary, progressive, anarchistic, and revolutionary. 
 
Throughout history, people from all strata of life have acted in ways that have benefited 
British society, but often the contributions of minorities groups went unacknowledged. The 
individuals most often recognised for societal advancement came from a privileged few who 
often belonged to a ruling class.369 
 
However, in the late twentieth and early twenty-first century, access to higher education in 
the UK was expanded. This provided social mobility and resources for personal development 
to a new generation that previously would have been denied access. (These individuals will 
be called the ‘mobile class’). The mobile class gave back to society through their artistic, 
scientific, and sociological endeavours. Additionally, as education became more open, 
women, racial minorities, members of the LGBTQ+ community, and the working-class began 
to change the educational system by taking on leadership and policy-making roles. They 
began to implement systems that encouraged wider access, and they focused on transference 
of knowledge through open discourse. 
 
Yet, as it became more commonplace for the mobile class to have access to a good education 
and to be commended on their contributions to society, it undermined the status of the ruling 
class, who believed they were losing their privilege. 
 
Certain faculty and administrators had for centuries resided in an institutional system that was 
a closed circuit. In this closed circuit, the ruling class disseminated knowledge to those they 
felt were worthy (people like themselves), and this environment provided them with both 
societal prestige and security. The educational ruling class believed that the opening of 
education threatened their way of life, because they could not fathom sharing their world with 
others who were not like them. 
 
Furthermore, this all has come to pass during a time of heightened capitalism, when the 
acquisition of wealth and prosperity has become its own religion. These deacons of the free 
 
368 Phiddian, p. 52. 
369 This manifesto will discuss the roles of the educational ruling class (those who control higher education) and 
the governing ruling class (those who control society as a whole through government policy). The two may act 
together or independently. 
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market view the opening of education as a potential for personal revenue and glory, one that 
can only be achieved by transforming a public service into a capitalistic operation. 
 
The educational ruling class often supports the free market as it has the potential to close 
educational pathways to the mobile class. The ruling and governing class work together to 
openly reduce access to education through the inclusion of fees and the reduction of 
government funding. The governmental ruling class sees education as a business, with a 
focus to transform the educational institution into an events service, one in which the user 
(the student) pays for a service that resembles a good education but is actually a stage show 
with little to offer besides entertainment. The both ruling classes support the free market, as 
they could then divide the higher education system into two streams: a quality one for 
themselves and a lesser system for the masses. This lesser system will encourage the masses 
back into servitude. 
 
Meanwhile, the ruling class in education fights to keep their position, becoming more 
reclusive, using bullying tactics to push out the mobile class, hoping that – once the system 
has been broken into two streams – the mobile class will be relegated to a subpar educational 
system. 
 
Furthermore, those who place worth in nostalgia exacerbate this situation; they long for the 
days in which society was striated, each person being born into an unmovable hierarchy. 
These individuals do not always come from a world of privilege but are sometimes born into 
servitude, and they see their children and grandchildren’s freedom, reason, and creativity as 
an unknown quantity. What is unknown is scary. These individuals help to striate education 
by arguing that it is an unnecessary extravagance. That is the world they were raised in; 
therefore, it is comfort. 
 
The outcomes and effects of these ideologies may not be written as an overall strategy, and 
instead manifest themselves through a series of unconnected policies. Change, good or bad, 
comes from a slow drip of ideas and attitudes. A movement to striate higher education 
through a free market has been developed by committee, by avarice, by fear, and by lack of 
understanding. 
 
For higher education to return to a path in which good education is provided to all, the mobile 
class needs to vote, hold onto their policy posts, actively participate in society, and – most 
importantly – continue to support and provide a good education. If this continues, future 
generations of the mobile class will acquire knowledge, develop analytical thinking, and 
attain creative outlets, which will in turn dismantle the control the ruling class has over 
education. 
 
The above manifesto can be summarised as: 
The hierarchal class system upon which the university sector is founded is blocking 
marginalised groups – such as women, racial minorities, members of the LGBTQ+ 
community, and the working-class – from accessing education and/or exchanging ideas and 
research, and current policies are tipping the system’s power dynamic to favour those who 
are already in a place of privilege. This imbalance of power and continued marginalisation of 
minority groups is being exacerbated by a move towards a system of higher education that is 
controlled by the free market. This lack of equality in higher education has a negative impact 
on the wellbeing of our society as a whole. 
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Supporting evidence for the manifesto and satiric purpose 
The following section includes a small sampling of the articles, texts, and websites I 
used to support my satiric purpose (bullet point manifesto). As noted in Chapter Two and 
further discussed in Appendix One, I felt it was important that my novel’s satiric purpose was 
supported by evidence, so I perused articles and fell into chat rooms. I talked with faculty, 
students, university staff and friends over coffee and online. The information I gathered was 
empirical in nature, but it was not a formalised study. 
 Over the last three and a half years, I discovered a number of instances that denote an 
imbalance of power and a devaluing of the educational system. However, because this 
research is one small part of a larger thesis on satire and genre, I do not have the space here to 
showcase all of my research. Instead, I have chosen a smattering of sources from a much 
larger database, which should show the process I went through when deciding how to 
develop the satiric purpose and what to cover in the novel. 
Below are several areas of interest that either support the bullet point manifesto or 
provide a better insight to the issues of privilege and marginalisation in higher education: 
race in academia, working-class and higher education, women in higher education, academics 
and the ‘hostile environment’, higher education policy, precarious work contracts, mental 
health in higher education, the power dynamics of higher education, governmental policy, 
and student life. 
All web links were last accessed 14 November 2018. 
Racism in academia: 
Matthew Reisz, ‘Critical consciousness: black female academics tell their stories’, Times 
Higher Education (3 December 2017) <https://www.timeshighereducation.com/news/ 
critical-consciousness-black-female-academics-tell-their-stories> 
 
Robbie Shilliam, ‘Black Academia in Britain’ (28 July 2014) <https://robbieshilliam. 
wordpress.com/2014/07/28/black-academia-in-britain/> 
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We Are St Andrews’ <https://www.facebook.com/wearestandrews/?ref=br_rs> [accessed 
October 2018] 
 
Working-class and higher education: 
 
Ronda Daniel, ‘Fish out of Water: A Working Class Student in an Elite Institution’, Centre 
for Labour and Social Studies (18 August 2017) <http://classonline.org.uk/blog/item/ 
fish-out-of-water-a-working-class-student-in-an-elite-institution> 
 
Becca Bland, ‘The students with no support network’, Times Higher Education (25 January 
2016) <https://www.timeshighereducation.com/blog/students-no-support-network> 
 
Women in higher education: 
 
Tee Ola, ‘Damsels in Doctorates slaying the dragons of misogyny’, Stylish Academic (21 
October 2017) <https://stylishacademic.com/damsels-in-doctorates/> 
 
Jennifer Berdahl, ‘The “crazy/bitch” narrative about senior academic women’, The Georgia 
Straight (15 July 2017) <https://www.straight.com/news/937181/jennifer-berdahl-
crazybitch-narrative-about-senior-academic-women> 
 
Marcie Bianco, ‘Academia is quietly and systematically keeping its women from 
succeeding’, Quartz (30 April 2016) <https://qz.com/670647/academia-is-quietly-and-
systematically-keeping-its-women-from-succeeding/> 
 
Jane J Lee, ‘6 Women Scientists Who Were Snubbed Due to Sexism’, National Geographic 
(19 May 2013) <https://news.nationalgeographic.com/news/2013/13/130519-women-
scientists-overlooked-dna-history-science/> 
 
Academics and the ‘hostile environment’: 
 
Paraphrase of a thread on social media by a UK academic:  
‘I can’t just tick a box on the computer when I meet with Tier 4 students, now the Home 
Office says we have to record our personal tutor meetings. It is offensive and intrusive. 
The meetings are supposed to allow the students to discuss any problems in a 
confidential atmosphere.’ 
 
Peter Scott, ‘How universities were swept into the “hostile environment”’, The Guardian (1 
May 2018) <https://www.theguardian.com/education/2018/may/01/how-universities-
swept-into-hostile-environment-windrush> 
 
Alexandra Topping, ‘Universities being used as proxy border police, say academics’, The 
Guardian (1 March 2014) 
<https://www.theguardian.com/education/2014/mar/02/universities-border-police-
academics> 
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Precarious work contracts: 
 
Thomas Allmer, ‘Zero-hour contracts are turning university lecturers off the job’, The 
Conversation (7 September 2017) <http://theconversation.com/zero-hour-contracts-are-
turning-university-lecturers-off-the-job-74949> 
 
Sydney Calkin, ‘The academic career path has been thoroughly destabilised by the precarious 
practices of the neoliberal university’, London School of Economics and Political 
Science (1 November 2013) <http://blogs.lse.ac.uk/impactofsocialsciences 
/2013/11/01/precarity-and-the-neoliberal- university/> 
 
Mental health in higher education: 
 
Vik Loveday, ‘The neurotic academic: how anxiety fuels casualised academic work’, London 
School of Economics and Political Science, (17 April 2018) 
 <http://blogs.lse.ac.uk/impactofsocialsciences/2018/04/17/the-neurotic-academic-how-
anxiety-fuels-casualised-academic-work/> 
 
Sorcha Pollak, ‘I don’t think there’s anything darker than doing a PhD’, The Irish Times (5 
December 2017) < https://www.irishtimes.com/news/education/i-don-t-think-there-s-
anything-darker-than-doing-a-phd-1.3309625> 
 
The power dynamics of higher education: 
 
‘Is there a culture of denial around sexual misconduct in academia?’, Times Higher 
Education (16 November 2017) <https://www.timeshighereducation.com/ 
features/there-culture-denial-around-sexual-misconduct-academia> 
 
Allison Harbin, ‘A Field in Which the Old Devours the Young is a Field that is Dying: A 
Post about Graduate Student Empowerment’, Post-PhD (1 August 2017)< 
https://www.allisonharbin.com/post-phd/2017/8/1/a-field-where-the-old-devour-the-
young-is-a-field-that-is-dying-a-post-about-graduate-student-empowerment> 
 
‘Of monsters and mentors: PhD disasters, and how to avoid them’, Times Higher Education 
(1 June 2017) <https://www.timeshighereducation.com/features/monsters-and-mentors-
phd-disasters-and-how-to-avoid-them> 
 
Elizabeth Gibney, ‘Are PhD vivas still fit for purpose?’, Times Higher Education (25 April 
2013) <https://www.timeshighereducation.com/features/are-phd-vivas-still-fit-for-
purpose/2003341.article> 
 
Governmental policy: 
 
Jennifer Chubb, ‘Academics fear the value of knowledge for its own sake is diminishing’, 
The Conversation (19 June 2017) <https://theconversation.com/academics-fear-the-
value-of-knowledge-for-its-own-sake-is-diminishing-75341> 
 
John Holmwood, Tom Hickey, Rachel Cohen and Sean Wallis (eds), ‘The Alternative White 
Paper for Higher Education/ In Defence of Public Higher Education: Knowledge for a 
Successful Society / A response to “Success as a Knowledge Economy”’ (London: 
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Convention for Higher Education, 2016) pp. 40. 
<https://heconvention2.files.wordpress.com/2016/06/awp1.pdf> 
 
Student life: 
 
Will Harvey-Powell, ‘Students rents increase by 10 per cent on last year amid housing 
shortages’, The Independent (14 September 2016) 
<https://www.independent.co.uk/student/students-rents-increase-10-per-cent-housing-
shortages-london-oxford-ucl-strike-a7300326.html> 
 
Karin Bodewits, You Must Be Very Intelligent: The PhD Delusion (Cham, Switzerland: 
Springer, 2017) pp. 356 
 
 
 
This appendix has shown the thought process that went into developing the satiric 
purpose. It starts with a series of notes, and also provides examples of how these notes would 
be employed in the novel. Then I developed these notes into a manifesto, which is used as the 
satiric purpose. As I wrote the novel, I researched my satiric purpose to ensure that I was not 
supporting a false message in my novel. Some of that research is included. 
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APPENDIX THREE 
Caledonian Antisyzygy 
 
This appendix will provide historic background to the Caledonian antisyzygy and how 
Eric Linklater responded to a debate about the theory. The below material is relevant to my 
thesis as the dual nature of the Scottish identity encompasses much of my novel, and 
understanding the theory behind the Caledonian antisyzygy puts my own work into context. 
Additionally, I was influenced by Eric Linklater’s approach to representing this Scottish 
duality. The impact of the Caledonian antisyzygy on The Life and Times of a Doctoral Thesis 
has already been noted, but this appendix addresses these issues in more depth and through a 
historic lens. 
In his 1919 collection of essays, Scottish Literature: Character & Influence, Professor 
Gregory Smith defends a Nation wrought with contradictions of culture and history: 
[…] the literature is remarkably varied, and that it becomes, under the 
stress of foreign influence and native division and reaction, almost a 
zigzag of contradictions. The antithesis need not, however, disconcert 
us. Perhaps in the very combination of opposites—what either of the 
two Sir Thomases of Norwich and Cromarty, might have been willing to 
call “the Caledonian antisyzygy”—we have a reflection of the contrasts 
which the Scot shows at every turn in his political and ecclesiastical 
history, which is another way of saying that he has made allowance for 
new conditions, in his practical judgement, which is the admission that 
two sides of the matter have been considered. […] Oxymoron was ever 
the bravest figure, and we must not forget that disorderly order is order 
after all.370 
 
Professor Smith seeks to free Scottish literature – and its placement within history – from that 
of English literature through, what the first chapter of his book titles, ‘Two Moods.’ These 
two moods – or as he refers specifically to Scotland, the Caledonian antisyzygy – allows 
Smith to interpret a diverse and varied culture as a single entity, one standing alone from its 
neighbour to the south.  
 
370 Smith, p. 4-5. 
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Smith contends that Scottish literature utilises a large number of variables in order to 
produce a reproduction of life. Smith writes, ‘We stumble over “actuality”, “grip of fact”, 
“sense of detail”, “realism”, yet with the conviction that we are proceeding in the right 
direction.”371 He continues to proclaim that the ‘Scots zest for handling a multitude of details 
rather than seeking broad effects by suggestion is very persistent.’372 
In a review of Scottish Literature: Character & Influence for The Athenaeum, T.S. 
Eliot is the first to debate Professor Smith’s denial of Scotland’s cultural independence from 
England. Eliot argues that Scotland’s only cohesive literary element is time and geography, 
and that that in itself does not constitute a great culture. He goes on to argue that Scottish 
literature is not separate from English literature, pointing out that, not only does history draw 
English and Scottish literatures together, but also, because contemporary Scottish literature is 
written in standard English, it is not separate from English literature. Therefore, according to 
Eliot, the Scottish ‘genius’373 does not exist: 
The first part of history of Scottish literature is part of the history of 
English literature when English was several dialects; the second part of 
the history of English literature when English was two dialects—English 
and Scots; the third part is something quite different—it is the history of a 
provincial literature. And finally, there is no longer any tenable distinction 
to be drawn for the present day between the two literatures.374 
 
This review of Smith’s work generates a series of responses, the most notable being the work 
of Hugh MacDiarmid, who responded to Eliot by attempting to revive the Scots language as a 
commonality within the Nation’s literature. Soon, through an infusion of Scots in literature 
that has lasted to the present day, MacDiarmid would prove wrong Eliot’s statement that: 
 
 
 
371 Smith, p. 5. 
372 Ibid., p. 5. 
373 ‘Genius’ is in reference to how Sainte-Beuve dealt with Nisard’s attempt to answer the question, “What is 
French genius?” Smith compares this debate with his discussion of the Scottish genius. 
374 T.S. Eliot, ‘Was There a Scottish Literature?’, The Atheneum (1 August 1919). 
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Scottish literature lacks, in the first place, the continuity of the language. 
It is precisely in the years when English literature was acquiring the 
power of a world literature that the Scottish language was beginning to 
decay or to be abandoned. Gawain Douglas, in Tudor times, is perhaps the 
last great Scotch poet to write Scots with the same feeling toward the 
language, the same conviction, as an Englishman writing English.375 
 
By 1924, MacDiarmid’s seminal poem, ‘A Drunk Man Looks at a Thistle’, was 
published, and from 1931 through 1932 he defended the Scottish ‘genius’ in a series of 
essays entitled ‘The Caledonian Antisyzygy and the Gaelic Idea’, which was published in 
The Modern Scot. In these essays, he rebuked Eliot by critically interpreting various Scottish 
authors using Professor Smith’s original essay as a guide. He also teamed with Lewis Grassic 
Gibbon to write the Scottish Scene: The Intelligent Man’s Guide to Albyn (1934), in which 
the two Scots published a collection of essays, poems and stories that discuss Scotland’s 
literary talent while also highlighting their own individual, yet Scottish, styles. The two 
authors showcase the Caledonian antisyzygy by presenting the conflicting nature of their 
respective belief systems376 - and the environment in which they choose to create377 - in one 
text, The Scottish Scene. Yet, despite the opposing ideologies, the collection creates a 
cohesive review of Scottish literary culture. 
In the midst of these publications, Linklater presented Magnus Merriman, which is, in 
part, set in St Andrews and addresses the issue of the Scottish ‘genius’, the agrarian/urban 
future of Scotland, and the Nation’s ties to England. Magnus Merriman does this in a much 
more subtle manner than its counterparts.378 During this debate, MacDiarmid and Gibbon379 
 
375 Eliot 
376 MacDiarmid would soon only write in Scots, while Gibbon preferred Standard English. 
377 MacDiarmid wrote his portion of the book while in London, while Gibbon wrote from a Shetland Island. 
378 The counterparts being referred to are MacDiarmid and Gibbon. Magnus Merriman was published in 1934, 
and the first two parts of Lewis Grassic Gibbon’s Scots Quair trilogy had been produced by 1933. Similar 
to Magnus Merriman, Scots Quair discusses, through fiction, the plight of Scotland as it moves away from 
its agrarian heritage. The Scottish Scene was published in 1934, and while Linklater may have not read The 
Scottish Scene before finishing Magnus Merriman, the debate was a continuing topic fifteen years after 
Smith’s original publication. 
379 Gibbon was uneasy with the Scottish Renaissance and in Scottish Scene remained remarkably neutral in his 
essay ‘Literary Lights’. Gibbon maintained that writing in English, not Scots, was the best way forward for 
his own works, yet he was a defender of a separate Scottish literary heritage. 
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become apologists, predominately adopting Smith’s arguments and defending Scottish 
literary heritage against scrutiny. However, Linklater remains much more neutral. He, 
through his usual method of satire, refutes the position of Scottish integrity through anti-
English sentiment and questions the Nationalist stance of liberation:  
The nationalist movement into which Magnus had been drawn by the 
solicitations of his friend Meiklejohn and by the impetuosity of his own 
nature, suffered from an unusual handicap. The normal preamble to a 
revolution or separatist movement is a phase of violent oppression by 
some foreign power or social minority, and the Scottish Nationalists were 
unfortunate in not being able to point to any gross or overt ill-use at the 
hands of England.380 
 
Magnus Merriman, as a whole, defends the brilliance of a separate Scottish literary culture, 
which can be found in the nostalgic detail Linklater portrays in the novel—the beauty of the 
setting, the friendliness and enthusiasm of its people, and the excitement surrounding 
academic and political debate. 
It is from Linklater that I draw inspiration regarding the Caledonian antisyzygy, 
especially as I address the ‘Scottish-ness’ of the novel. Linklater’s approach to the 
Caledonian antisyzygy is best understood in relation to his text, The Lion and the Unicorn 
(1935), a collection of essays compiled from a series of lectures given in 1932. The Lion and 
the Unicorn begins and ends with a discussion of Scotland and England’s relationship – with 
nods to others who have previously maintained a position on the matter – and includes 
sections on Scotland’s history, culture, literature and the church. The Lion and the Unicorn is 
the quasi-academic answer to the ‘Scottish genius’ debate. The Lion and the Unicorn, with 
little irony, struggles to meld Nationalism and British Imperialism in hopes of discounting the 
author’s contradictory ideas. In this work, Linklater claims that the decline of British 
civilization is due to the decline of the British Empire:  
 
 
380 Eric Linklater, Magnus Merriman (Edinburgh: Canongate Classics, 1990) p. 79. 
   R Marsh 234 
But the decline of British Imperialism is within the scope of my 
argument, for it has been accompanied by decay of the Tories old 
conception of society, and overgrowth has been responsible for both 
decline and decay. It is true that the individual in Great Britain has 
still infinitely more freedom than Germans, Italians, and Russians, but 
the old common lands of liberty have suffered legislative 
encroachment in many ways; the private citizen’s sense of personal 
responsibility is merely to live in a kind of extension of Whipsnade.381 
 
This paragraph is relevant nearly a hundred years later because this passage shows his 
antisyzygic nature by never quite validating his dualistic belief system. He lambasts the 
Tories for allowing the Nation to fall into decay, yet remains a member of the Conservative 
party while running for a bi-election seat as a Nationalist.382 In The Lion and the Unicorn 
both the first and the penultimate chapters have a dual-voice dialogue between ‘Linklater’ 
and the ‘Practical Man’, in which each persona pleads an opposing side of the argument. 
Linklater’s antisyzygic manner has become Stevensonesque and, as he comes to terms with 
his dual opinions, he turns to satire.  
Unlike Smith and MacDiarmid, Linklater does not use the antisyzygic model to 
highlight a literature separate from England; instead, Linklater uses the theory to showcase 
Scotland’s longstanding socio-political attachment to England. He argues, in Magnus 
Merriman (1933), that while the burgeoning Nationalist party lobbies for independence, 
Scotland’s ties to England are of economic and political importance. Linklater uses the 
character Magnus Merriman to personify Scotland’s imbalance between National loyalty and 
British homage. These complexities are visualised in Merriman’s duopolistic lifestyle as 
there is duplicity in Merriman’s romantic interests, his career, his travels and, most 
importantly, his politics.   
 In my novel, I take a cue from Linklater by embracing Scotland’s complicated history 
with the rest of the UK. In Magnus Merriman, Linklater’s protagonist travels between 
 
381 Eric Linklater, The Lion & the Unicorn, Or, What England Has Meant to Scotland (London: G. Routledge, 
1935) pp. 191. 
382 In 1931 Linklater ran for a seat as an MP in Fife on the Nationalist ticket. 
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London and Scotland, never feeling settled and always finding nostalgia for the place he has 
just left. In my novel, several of the characters have complicated relationships with England, 
many of them building ideas of London and England that are based on melancholy for a place 
that seems so simple and remote in comparison to the lives they are living in Scotland. 
Furthermore, as Linklater wavers between discussions of Scotland and England in The Lion 
and the Unicorn, I have gone through a lot of conflicting feelings in regards to the creation of 
characters who are people of colour and my inclusion of women’s issues in the satiric 
purpose. Drawing from Linklater’s indecision, I allow myself to waver between opinions and 
ideologies, never coming to a conclusion. 
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APPENDIX FOUR 
Discussions of Race: Terminology and the Place of the White Author 
 
This section of the thesis is a companion to Chapter Four/Character – Race, and it 
provides further insight into the thought process behind the development and representation 
of people of colour in the novel. This appendix will include a discussion of the terminology 
used in Chapter Four and how I came to use the term people of colour, as well as the complex 
debate about white authors including people of colour in their novels. 
 What someone is called matters, and if I am to discuss a group of marginalised 
people, I do not wish to further depower them by addressing them and their community by 
the wrong name. When deciding how to correctly address various races and ethnic minorities, 
I referenced government documents and scholarly works – including intersectionality and 
critical race theory.  
In Britain, it is common to reference someone who is of African or Afro-Caribbean 
descent as black. Yet, in many ways, black could be considered reductionist and referencing 
someone as black has complicated historical connotations. Perhaps my unease with the term 
black is because of where I was raised, Louisiana. In the US, African American (or Asian 
American, or Latina/o American) is the preferred phrase and has been since the 1980s.383 Yet, 
there is no commonly used counterpart to African American or Asian American in Britain, 
with black or Asian being the standard.  
As there is no British equivalent to African American, I considered deferring to 
colloquial terminology, but these were not necessarily suitable either, because ‘coloured’ is 
 
383 The term was popularised in 1988 when Jessie Jackson stated that it was preferred because it focused on 
ethnicity and culture, as opposed to race.* Today, it is considered the most common and appropriate way 
to reference a black American; however, many Americans feel that it is limiting and that black is more all 
encompassing, since it includes people of Afro-Caribbean descent and those who may have immigrated to 
America from other parts of the world.  
*Ben L. Martin, ‘From Negro to Black to African American: The Power of Names and Naming’, Political 
Science Quarterly (Spring, 1991) Vol. 106(1) p. 83. 
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still used by well-educated British people, despite being highly offensive to anyone with even 
a marginal understanding of civil rights history.384 The closest acceptable term I could find in 
Britain was BAME (Black Asian Minority Ethnic), but as one of my characters is African 
American, I didn’t feel this would be applicable to her as the phrase is predominately used in 
the UK giving it specific British connotations.385 
If British colloquialisms were not to be an appropriate route for determining the 
correct word, then perhaps I should turn to the Scottish census for the answer. The closest 
census to the writing of this thesis was 2011, and it asked people to choose one of the 
following subcategories of ethnicity (listed in the following order):  
 
Scottish 
Other British 
Irish 
Gypsy / Traveller 
Polish 
Pakistani 
Pakistani Scottish 
Pakistani British 
Indian 
Indian Scottish 
Indian British 
Bangladeshi 
Bangladeshi Scottish 
Bangladeshi British 
Chinese 
Chinese Scottish 
Chinese British 
African 
African Scottish 
African British 
 
Caribbean 
Caribbean Scottish 
Caribbean 
British Black 
Black Scottish 
Black British 
Arab 
Arab Scottish 
Arab British 
 
 
Also included was a space to tick ‘other’ and write in an ethnicity of choice.386 Despite the 
attempt to cover all bases, these census terms can be limiting, and I assume many people 
would find themselves using the write in option. For example, individuals who are not from 
 
384 The actor Benedict Cumberbatch used the term ‘coloured’ in a 2015 interview with PBS in the US* causing 
a wave of journalists in both conservative and liberal media outlets to write op-eds about whether or not 
the term was suitable. 
*Jenn Selby, ‘Benedict Cumberbatch criticised for using term “coloured” to describe black actors’, The 
Independent (26 January 2015) <https://www.independent.co.uk/news/people/benedict-cumberbatch-
criticised-for-using-term-coloured-to-describe-black-actors-in-conversation-10003113.html> [last accessed 
9 November 2018]. 
385 Professor Iyiola Solanke in ‘The stigma of being Black in Britain’ discusses the issues that surround the use 
of black and BAME in British universities. 
Iyiola Solanke, ‘The stigma of being Black in Britain’, Identities, (2018) Vol. 25(1) pp. 49-54. 
386 ‘Scotland’s Census 2011: Shaping our Future’, Scotland’s Census 
<http://www.scotlandscensus.gov.uk/documents/Householdpre-addressed27_05_10specimen.pdf> [last 
accessed 9 November 2018]. 
   R Marsh 238 
the mainland of China may not be comfortable listing themselves as Chinese. In fact, I was in 
Scotland during the 2011 census, and I opted for the ‘other’ option, as I am of non-descript 
European descent and fit none of the listed categories. Furthermore, while BAME is often 
used in Britain, the census neither employed the acronym BAME nor included an alternative 
generic term for ethnic minorities residing in the UK. I next turned to the census results and 
found the disappointing category of ‘non-white’.387 Additionally, there was no overall term 
for people of Caucasian descent. 
 Perhaps it would be best if I turned to scholarly work, with a specific focus on 
intersectionality. It should be noted that, while I am dividing the topics of race, class, 
nationality, gender, sexuality, and age for the purposes of this discussion, I am in no way 
suggesting that one person cannot simultaneously and in a complex way relate to multiple 
identifiers and/or be hindered by numerous barriers of exclusion. In fact, intersectionality was 
a driving force throughout the novel; for example, the character Janet is a woman, an 
immigrant, and a person of colour, and her experiences in life and at the University is unique 
to her, yet also represent a myriad of issues. I wanted to develop her as a character that was 
not just an immigrant, a woman, a person of colour, or a student, or even a sum of them all. 
She is a complex human, and her struggle is complex. At times she suffers against misogyny, 
at times class barriers, other times institutional racism, and sometimes she is faces bigotry on 
all levels. And, sometimes she faces no stigmatisation whatsoever. 
 Intersectionality often refers to the intersection of feminism and civil rights,388 the 
term has come to define the crossing of a number of marginalised voices. Intersectionality 
 
387 Scotland’s Census <http://www.scotlandscensus.gov.uk/ods-web/area.html>  
388 Kimberle Crenshaw coined the term in 1989 when she wrote ‘Because the intersectional experience is greater 
than the sum of racism and sexism, any analysis that does not take intersectionality into account cannot 
sufficiently address the particular manner in which Black women are subordinated’.  
Kimberle Crenshaw, ‘Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of 
Antidiscrimination Doctrine, Feminist Theory and Antiracist Politics’, University of Chicago Legal Forum 
(1989) Vol. 1989 (1) Article 8, p. 1 <http://chicagounbound.uchicago.edu/uclf/vol1989/iss1/8> [last 
accessed 10 November 2018]. 
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has also become part of the current discussion of critical race theory, which argues that 
‘racism is understood to be complex, subtle, and flexible; it manifests differently in different 
contexts, and marginalised groups are subject to a range of different (and changing) 
stereotypes.’389 In critical race theory, the term ‘people of color’ has become common. 
Largely used in the US both colloquially and by those discussing race and civil rights issues, 
‘people of color’ has become the primary phrase for discussing ethnic minorities and 
recognises the intersectionality of being part of minority groups. Drawing upon Martin 
Luther King’s phrase ‘citizens of color’ and the term has acted as a response to the term ‘non-
white’, which implies that one’s existence depends upon being ‘white’ or not. 390  
I finally decided on the term people of colour, with BAME reserved for British 
characters. Yet, is this enough? Through my writing, can I do justice to a group that has 
systematically been oppressed? The dilemma I faced while deciding which terminology to 
use is an example of how I attempted to approach the creation of characters of colour with 
caution and understanding. 
In fact, should I have even attempted to depict a person of colour in my novel? Do I 
have this right? Should I be attempting to tell the story of a community to which I do not 
belong? For many, the answer to this is ‘no’. However, the other side of the argument is that, 
if authors only wrote about their own exact lives, if we couldn’t use our imaginations to 
discuss and depict those outside of ourselves, then the beautiful mirage of fiction would not 
exist. In this instance, then yes, I – as a novelist – can write about whatever I wish. But, do I 
really have this right? Isn’t there enough fodder for fiction available to me without having to 
delve into another person’s community? 
 
389 David Gillborn, ‘Intersectionality, Critical Race Theory, and the Primacy of Racism, Race, Class, Gender, 
and Disability in Education’, Qualitative Inquiry (2015) Vol. 21 (3) p. 278 
<http://journals.sagepub.com/doi/full/10.1177/1077800414557827> [last accessed 10 November 2018] 
390 Kee Malesky, ‘The Journey From “Colored” To “Minorities” To “People Of Color”’, National Public Radio 
(NPR) (30 March 2014) <https://www.npr.org/sections/codeswitch/2014/03/30/295931070/the-journey-
from-colored-to-minorities-to-people-of-color> [last accessed10 November 2018] 
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The suggestion that white writers should not create characters of colour is becoming 
more widely discussed. In Lionel Shriver’s 2016 keynote at the Brisbane Writers Festival, 
she argued that ‘the kind of fiction we are “allowed” to write is in danger of becoming so 
hedged, so circumscribed, so tippy-toe, that we’d indeed be better off not writing the anodyne 
drivel to begin with.’391 Shriver is concerned with her writing, and what she is ‘allowed’ to 
do, not what is being taken from others. In a failed attempt to suggest that she should be able 
to write about any community or culture, Shriver uses the example of cultural appropriation, 
a situation in which one group of people appropriate the culture – often dress – of a minority 
culture, and does so without recognising the significance of the item being appropriated. A 
prime example of this is Native Americans headdresses being worn as fashion accessories by 
those who are not part of the Native American community. Questions surrounding cultural 
appropriation in fashion are similar to the discussions of white people writing characters of 
colour: ‘What gives you the right to take our heritage?’ It is often the aloofness of the 
answers that cause the most offence. Returning to Shriver’s keynote speech, she argued in 
favour of wearing the dress of another culture by oddly suggesting it was not an issue 
because her parents once brought her a sombrero from a holiday in Mexico.392 In her speech, 
Shriver defines appropriation by quoting Susan Scafidi, the author of Who Owns Culture? 
Appropriation and Authenticity in American Law:  
‘[…] taking intellectual property, traditional knowledge, cultural expressions, or 
artifacts from someone else’s culture without permission. This can include 
unauthorised use of another culture’s dance, dress, music, language, folklore, 
cuisine, traditional medicine, religious symbols, etc.’393 
 
Shriver focuses on ‘permission’, and argues that writers are not able to get permissions:  
 
391 Lionel Shriver, ‘Lionel Shriver's full speech: “I hope the concept of cultural appropriation is a passing fad”’, 
The Guardian (13 September 2016) <https://www.theguardian.com/commentisfree/2016/sep/13/lionel-
shrivers-full-speech-i-hope-the-concept-of-cultural-appropriation-is-a-passing-fad> [last accessed10 
November 2018] 
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‘Do we set up a stand on the corner and approach passers-by with a clipboard, 
getting signatures that grant limited rights to employ an Indonesian character in 
Chapter Twelve, the way political volunteers get a candidate on the ballot?’394 
 
Of course, writers cannot ask every person from a marginalised country if they can write 
about that culture. But, the arrogance of not taking the issue seriously suggests that perhaps 
white people, or Shriver at the very least, shouldn’t be writing about people of colour. 
Yassmin Abdel-Magied was at the Brisbane Writers Festival and reacted to Shivers’ 
address by first walking out then responding to it in The Guardian. She eloquently states: 
See, here is the thing: if the world were equal, this discussion would be different. 
But alas, that utopia is far from realised.  
 
It’s not always OK if a white guy writes the story of a Nigerian woman because 
the actual Nigerian woman can’t get published or reviewed to begin with. It’s not 
always OK if a straight white woman writes the story of a queer Indigenous man, 
because when was the last time you heard a queer Indigenous man tell his own 
story? How is it that said straight white woman will profit from an experience 
that is not hers, and those with the actual experience never be provided the 
opportunity? It’s not always OK for a person with the privilege of education and 
wealth to write the story of a young Indigenous man, filtering the experience of 
the latter through their own skewed and biased lens, telling a story that likely 
reinforces an existing narrative which only serves to entrench a disadvantage they 
need never experience.395 
 
Abdel-Magied removes permission, stating that it is not okay for white people to write about 
other cultures while those from the marginalised areas are not being published, and are not 
able to tell their own story. 
 This brings me back to the question, should I include a person of colour in my story 
about higher education? 
 I didn’t have an answer when I started writing the novel. I genuinely felt torn. Torn 
that if I did not include a person of colour in the narrative, I would be encouraging the lack of 
representation and diversity in literature. But, if I did include a person of colour, then I might 
 
394 Yassmin Abdel-Magied, ‘As Lionel Shriver made light of identity, I had no choice but to walk out on her’, 
The Guardian (10 September 2016) <https://www.theguardian.com/commentisfree/2016/sep/10/as-lionel-
shriver-made-light-of-identity-i-had-no-choice-but-to-walk-out-on-her> [last accessed10 November 2018] 
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have been speaking for a marginalised group that I did not represent. Furthermore, a white 
writer – by the very nature of being the person who created the work – will eventually turn 
the discussion back to the white author, rather than the experiences of the marginalised 
people represented in the novel. (As I seem to be doing just now.) Furthermore, if the lack of 
diversity in literature needs to be addressed, then more characters of colour need to be 
written, but should that space on the book shelf not be reserved for an ethnic minority author? 
Perhaps the question should not be whether or not white people should write about 
people of colour, but can white authors do so without reducing people of colour to a prop or a 
stereotype? Perhaps it is about writing sensitively, and we may not be able to ask permission 
but we can listen. Listening to the experiences of people of colour and depicting them in 
complicated and nuanced ways.  
Recently a number of bloggers who are people of colour have addressed the issue, and 
many have noted that the concern may not just be about white authors taking up space on a 
bookshelf, but also that white people are not writing nuanced characters of colour. Perhaps, 
white people aren’t listening. There are a number of lists online about how to write people of 
colour (not all written by people of colour), but a common thread is sensitivity and 
complexity. Or intersectionality.  
As has already been noted, I include people of colour in the novel, but even with the 
project finished I am still unsure if I did the right thing. This is a problem that time will 
answer. However, I do hope that I did write these characters with sensitivity and complexity. 
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Post-Viva Epilogue 
A lot happened between my first day as a PhD student and the day I could call myself 
Doctor Marsh. In the UK, a Tory majority was voted in (a few times), and the European 
Union was voted out. But the margins were slim and the people took to the streets. 
Universities were hit with more budget cuts, as Principals and Vice Chancellors came under 
fire for higher salaries and perks. The Teach Excellent Framework came into existence, and 
more international students arrived in the UK despite tougher visa regulations. However, 
more academics left, many going back to their native homes on the Continent. There were 
two University strikes, and despite best efforts zero-hour teaching contracts grew. The US 
voted in an authoritarian moron, which had an effect on global trade and war and health. 
Women marched and Black Lives Mattered, at least twice. The movement finally spread all 
over the world, and statues were toppled.  
And, as I type this ending passage the world outside my window is in lockdown. I 
teach via video conferencing, my students in China are eagerly waiting for when they can 
arrive in Scotland. Eager to meet their teacher.  
The dates listed in this thesis stop abruptly and long before today, and as I proofread 
the work I want to add so much more. I want to include all the progress and all the 
regressions that have occurred in academia since my viva. But, a thesis is not a never-ending 
blog, to be updated as current events unfold. It is a work that is static in time. 
The world will change, and a satiric purpose may wax and wane in relevance. But, the 
process of satire – the rationalisation of one’s beliefs, researching for support evidence, and 
turning the ugly into the comedic, all so that a call to action will be palatable and heard – 
does not change. I can only hope that whoever reads this laborious ramble of a thesis will get 
something from it, and will find it useful. Because, no matter what, the world is the type of 
place that will always need satire.  
